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LONDON SYMPHONY ORCHESTRA 
* Carmen,” Suite No. 1; Prelude. Act 1, 
Entr’actes, Acts 2, 3 and 4 — Bizer 
Dances of Marosszék — Koddly 
DLP 1064 





EDWIN FISCHER 


FERNANDO GERMANI 


commences his recordings of the 
ORGAN WORKS OF J. S. BACH 
Recorded at All Souls, Langham Place) 
VOL. No. 1 now published contains 
Sonatas — No. 1 in E Flat ; 
No. 2 in C Minor ; No. 3 in D Minor 
CLP 1025 
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the A major Sonata. There is plenty of 
crispness in the Allegros, and a particularly 
fine performance of the joyous D major 
Rondo, where Kempff’s quasi-pizzicato bass 
is a magnificent example of his fine blend 
of style and control. The Menuhin-Kentner 
version is nevertheless a strong competitor, 
though the outlook is perhaps a shade more 
romantic and certainly more colourful. I 
note that both Menuhin and Fuchs permit 
themselves the use of harmonics: Schnei- 
derhan prefers the more sober effect of the 
normally-fingered note. If I wanted my 
D major backed with the A major, I would 
choose DGG ; with the E flat (No. 3)— 
H.M.V. D.S 


BEETHOVEN. Sonata No. 3 in E flat 
major, Op. 12; Sonata No. 4 in 
A minor, Op. 23. Zino Francescatti 
(violin), Robert Casadesus (piano). 
Philips ABR4025 (10 in., 27s. 34d.). 
Sonata No. 3: 
Menuhin, Kentner 


J. Fuchs, A. Balsam 
Sonata No. 4: 


(6/53) (H)ALP1050 
(6/54) AXTL1050 


Rostal, Osborn (11/52) LXT2752 
J. Fuchs, A. Balsam (9/54) AXTL1057 

The style of the Francescatti-Casadesus 
team, as M.M. remarked in his review of 
their Kreutzer (THE GRAMOPHONE, Sept- 
ember, 1954) steers effectively between the 

» even rough approach and the purely 
romantic outlook which is still very much 
in favour with exponents of Beethoven ; 
early, middle or late, as the case may be. 

In the E flat Sonata, Francescatti intrigues 
us by his baroque phrasing: both Menuhin 
and Fuchs are more consistent, but for that 
very reason perhaps less interesting when 
the time comes for summing up. Yet 
Menuhin is the only one of the three who 
can produce a really effective pianissimo, 
and he, too, is the undeniable master of 
the Beethovenian sforzando, which with him 
becomes less a dynamic consideration than 
one of timbre and poise. Of the pianists, 
Casadesus sounds by far the most sensitive, 
yet at the same time the most strict in 
regard to interpretation. His limpid semi- 
quaver runs in the E flat minor section of 
the Finale are sheer joy to listen to. 

There is close competition, however, in 
the A minor Sonata, between the Rostal- 
Osborn disc and the new Philips. Both 
have a virile yet graceful style, and the 
tempi are excellent. The Fuchs-Balsam 
performance is made of stronger stuff 
altogether, tending towards the stream- 
lined. A slight tracking fault at the be- 
ginning of the Philips disc was noticeable 
when a light pickup was used. D.S. 


BEETHOVEN. String Quartets, 
Volume IV—Quartet No. 7 in F 
major, Op. 59, No. 1. Hungarian 
String Quartet. Columbia 33CX1203 
(12 in., 36s. 54d.). 

Pascal Quartet (1/53) CLP1205 
Italian Quartet (9/54) LXT2856 


After several hearings of Rasumovsky 
No. 1 in the Hungarian version, I still feel 
that M.M.’s enthusiastic comments on the 
Italian Quartet are completely valid. The 
Italians seem to give the work just that 
extra shade of breadth without doing any- 
thing to distort or adjust the tempi. The 
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Hungarians pay more attention to the 
metronome markings, and they indulge in 
very few flights of fancy. Their performance 
is technically very fine indeed, and need 
not be disregarded because of a small 
number of human defects. One is a piece 
of woolly ensemble at bar 295 in the first 
movement ; the other is a diminuendo in 
the ’cello part at bar g1 of the slow move- 
ment. The latter unfortunately has the 
effect of changing Beethoven’s intended 
V-VI (interrupted) cadence into a full close. 
The all but missing D flat is to be heard 
quite clearly in the Italian Quartet’s 
recording. 


I think the Italians have a wider range 
both in dynamics and expression ; but the 
Hungarians’ performance is undeniably 
taut and intense. Once again it is a question 
of how you like your Beethoven. For the 
lyrical, highly dramatic utterances I would 
place the Italian Quartet second to none. 
But for sheer power I must admit that the 
Hungarians score every time—even at the 
expense of a real piano or pianissimo. D.S. 


BRAHMS. Quintet in F minor for 
Piano and Strings, Op. 34. Victor 
Aller (piano), Hollywood String 
Quartet. Capitol CTL7075 (12 in., 
36s. 54d.). 

Haskil, Winterthur Quartet (4/52) CLP46 
Quintetto Chigiano (7/52) LXT2687 


The balance between these recordings 
is, in my opinion, tipped decisively in 
favour of the Hollywood String Quartet 
and Victor Aller: and this is so by reason 
of a better balance between piano and 
strings, a silent surface instead of one with 
the surge of the sea on it, and because of a 
performance more vital, and (on the part 
of the pianist in the slow movement) 
warmer in tone and more sensitive. This 
new performance and recording, in a word, 
takes its place alongside the one of the 
Franck Piano Quintet so enthusiastically 
praised by L.S. (7/52). And that, in spite of 
the merits of the Quintetto Chigiano— 
which are many—is all that need be said. 

A.R. 


BERKELEY. Trio for Violin, Horn 
and Pianoforte. Colin Horsley 
Trio. 

MOZART. Quintet in E flat major, 
K.452. Colin Horsley Wind 
Ensemble. H.M.V. CLP1029 (12in., 
32s. 44d.). 

Quintet in E flat : 
Soc. of Wind Inst. (3/53) TW14-002 


Veyron-Lacroix French Wind Quintet 
(2/54) 0150016 


The Lennox Berkeley Horn Trio is a 
recent work, of which a recording so soon 
is extremely welcome ; like all his music it 
is clear and elegant. A lively opening 
movement is followed by a lyrical slow 
movement ; the two of them are balanced 
by a set of variations that presumably end 
(I have not the advantage of a score at 
hand) as this record makes them end—but 
it does sound off-hand. 


Colin Horsley’s anonymous Trio play 
extremely well, with a rhythmic vivacity 
that suits the work ideally. They are, too 
conspicuously well recorded, though this 
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(Berkeley) side of the disc does on my copy 
acquire something of a surface towards the 
end of the work. 


The Mozart also sounds well; though 
the Finale tends to sound wooden, largely 
because of the adoption of.a tempo very 
much on the slow, pedestrian side. But the 
playing is so clear that I would certainly 
choose this version in preference to the other 
good one available, the Oiseau-Lyre— 
particularly as this side, too, is well 
recorded, with a very good balance except 
for a somewhat backward clarinet. 


HINDEMITH. Trio No. 1, Op. 34. 
Trio No. 2. Jean Pougnet (violin), 
Frederick Riddle (viola), Anthony 
Pini (’cello). Nixa WLP5299 (12 in., 
36s. 54d.). 

My personal record of the month; of 
the year, perhaps, unless altogether un- 
expected good fortune sets in. Reviewing, 
last November, this same trio playing the 
Mozart E flat Divertimento I thought they 
were rather on the forceful side for the 
work in hand. Here they are very much 
on the forceful side—but so, too, is the 
music ; and the result is some of the most 
electrifying string playing to be heard. 
There is also the substantial advantage of 
the very best Nixa/Westminster recording : 
brilliant, faultless, and well-surfaced—it 
discloses the tremendous attack and style of 
the playing in a wholly exceptional way. 

It also happens that I like Hindemith in 
general, and this music in particular ; but 
that has not always been the case—I 
remember years ago selling off in despair 
some old 78s of the Second Trio (there was 
a time when you could sell off old 78s). Now 
this Second Trio of 1933 seems to me to be 
a most attractive work, including in its 
three movements not only some consider- 
able excitement but also some considerable 
lyricism: the Mathis der Maler style, 
shortly to be in evidence, is here to some 
extent being explored. The First Trio, of 
1924, is more clearly adventurous, and 
when played as well as this also more 
clearly exciting ; its Toccata, slow move- 
ment, pizzicato Scherzo, and final Fugue 
all seem to me to be quite gripping. 


Admirers of Hindemith cannot be re- 
commended too strongly to this disc. 
Others, willing to give him a trial, will not, 
I am sure, be likely to find a better 
opportunity. M.M. 


MOZART. Cassation No. 1 in G major, 
K.63. Cassation No. 2 in B flat 
major, K.99. Vienna Symphony 
Orchestra conducted by Paul 
Sacher. Philips ABR4o1o (10 in., 
27s. 34d.). 

Cassation No.1: 


Zimbler Sinfonietta (2/58) AXTL1001 
Cassation No. 2: 


Salzburg Mozarteum (3/52) PLP528 
Philologists have not so far provided 
music-lovers with so exhaustive an account 
of the word “ Cassation’”? as Hermann 
Flasdieck’s recent investigation of fauxbourdon 
and faburden. In any case, Cassation, 
Serenade, and Final-Musik were virtually 
interchangeable terms during the eighteenth 
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century, and certainly a Mozartian Serenade 
(dubiously those by lesser lights) though 
called by any other name, would sound as 
sweet. 

The two works presented by Philips both 
date from 1769, and they epitomize the 
formal gaiety of a Salzburg party, with 
their stately marches and gracious minuets. 
Paul Sacher gives us excellent readings of 
both works, and chooses tempi which are 
entirely in keeping with the relaxed, 
homely flavour of the scores themselves. 
Recording is generally good, though I 
would have liked to hear a little more from 
the oboes. The Zimbler Sinfonietta provide 
just this reedy element, but at the price of 
a twelve-inch rather than a ten-inch disc. 
There is also the question of coupling to 
consider. The Zimblers offer us Mozart’s 
Serenade in D, K.100 (also written about 
1769), while the Nixa disc has the D major 
Serenade, K.205. The Nixa version of the 
Cassation must unfortunately be dismissed 
altogether in consequence of a stupid piece 
of tape editing at the very beginning, 
where the first few bars are heard twice 
over, with a large gap between them. 

The choice is really between Philips and 
Brunswick: the latter has movements 
separated by scrolls, which lecturers and 
other pedagogues may find an advantage. 
But the Philips disc, besides being cheaper, 
has a warmer acoustic, and is to my mind 
a very acceptable performance. D.S. 


MOZART. Quartet No. 22 in B flat, 
K.589. Quartet No. 23 in F, 


K.590. Barchet Quartet. Vox 
PL8260 (12 in., 36s. 54d.). 
Quartet No. 22 : 

Barylli Quarte (1/55) WLP5265 
Quartet No. 23 : 


Italian Quartet (4/54) LXT2852 
Amadeus Quartet (2/55) WLP5092 


Like the Barylli version of this Quartet, 

which I reviewed last month, this new 
recording by the Barchet group is little 
more than adequate concertmaster playing. 
At times, it hardly even ascends to that 
familiar plateau; and in my opinion 
Mozart’s last two string quartets are 
worthy of a more careful, a better-rehearsed 
approach. 
_ Among the points which fail to please me 
in this disc are the following: intonation 
generally—this big weakness shows up in 
sustained chords and in rapid passage- 
work in unison and octaves ; a fondness for 
the harsher kind of spiccato bowing, which 
besides being unhistorical is also unpleasant; 
a lack of depth in the interpretation—there 
Is no excuse in the fact that the Berlin 
quartets are sometimes held to be more 
superficial in feeling than the set dedicated 
to Haydn; and lastly the studio itself, 
which is as dead as a doornail. These 
quartets were written by Mozart for the 
King of Prussia. Is it possible that the 
music room in the palace of this royal and 
amateur ‘cellist could sound so dull, so 
unresponsive, and so unreverberant ? 

I fear that we shall have to wait for the 
recording which the B flat Quartet so 
richly deserves. The F major is now 
available in a first-rate performance by the 
Amadeus Quartet discussed in detail below. 

DS. 
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MOZART. Sonata No. 21 in E minor, 
K.304. Sonata No. 26 in B flat 
major, K.378. Sonata No. 33 in 
E flat major, K.481. Brenton 
Langbein (violin), Maureen Jones 
(piano). Decca LXT2944 (12 in., 
36s. 54d.). 

Sonata No. 21: 


Barylli, Badura-Skoda 


(11/54) WLP5130 
Shumsky, Mittman 


(8/52) ALX112 

This disc has the virtue of presenting two 
hitherto unrecorded sonatas, as far as LP 
collectors of Mozart’s violin and piano duos 
are concerned. Whether this fact will cause 
them to disregard certain deficiencies in the 
performance and interpretation, I do not 
know. But certainly there is no advance 
on the standard set by Barylli and Badura- 
Skoda in the E minor Sonata: far from it, 
indeed. The pianist is the better partner 
in the Langbein-Jones duo, and this in 
itself is an indictment. There should be no 
unevenness in the musical qualities of a 
violin and piano partnership: if they do 
not see eye to eye over details and general- 
ities alike, success is foredoomed. 

I cannot understand, for example, the 
many lapses in commonsense evinced by 
the violinist. That they are questions of 
commonsense, and not textual questions, is 
perfectly clear. In the last few bars of the 
E minor Sonata, for instance, there is a 
passage in which the piano doubles the 
violin at the upper octave. At one point the 
violinist plays D sharp for F sharp, quite 
unmistakeably, on the first beat of a bar. 
Turning to the slow movement of the B flat 
Sonata, we find a short phrase which Mozart 
repeats exactly, in the course of a few bars : 
here the violinist alters a harmony note 
to an anticipatory note. Later in the same 
movement, a grace-note is twice wrongly 
executed, from a harmonic point of view. 
And why, in the first movement of the same 
sonata, does the pianist throw in two extra 
silent beats before the second subject 
begins ? 

I cannot believe that this tampering 
with 'Mozart’s text is of any use either 
to musicians or to listeners. It would, I feel, 
be better to wait until Barylli and Badura- 
Skoda record the B flat and E flat Sonatas. 
The Decca version cannot be seriously 
considered as a rival. D.S. 


MOZART. String Quartet No. 23 in F, 
K.590. String Quartet No. 18 in A, 
K.464. Amadeus String Quartet. 
Nixa WLP5092 (12 in., 36s. 54d.). 
Quartet No. 23 


Italian Quartet (4/54) LXT2852 
Barchet Quartet (2/55) PL8260 


The amazing thematic unity of the F 
major Quartet, so rightly stressed by 
Georges de Saint-Foix, becomes more of a 
reality than ever in this magnificent 
performance by the Amadeus Quartet, 
sympathetically recorded by Nixa in a 
palatial yet kindly acoustic which allows 
the music to breathe as it should. This 
disc has poise, sensitivity, and taste; and 
the technique of the ensemble, both 
individually and collectively, is of the 
highest order. I do not think I have ever 
heard the last movement played with such 
fire and verve, and with such unerring 
accuracy of timing. 
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That it stands head and shoulders above 
the Italian and Barchet versions can be 
ascertained by making a simple test: 
play the end of the slow movement, and 
listen to Barchet crawling painfully upstairs, 
regardless of intonation or of beauty of 
tone, and listen to the last seven notes in 
particular. Then try the Italian recording, 
with Borciani, usually very capable, arriving 
at the top of his scale and then fluffing the 
intonation of the top B every time it comes. 
Then play the Amadeus disc. Brainin, 
bird-like, floats gently and effortlessly aloft, 
using a natural and effective fingering 
which makes the passage sound absolutely 
convincing, and a joy to the ear. The 
tempo chosen for this movement is far and 
away the best of the three. The Vox label 
gives the second movement as Andante 
(Allegro), which is wrong ; the Decca label 
gives it as Allegretto, which is also wrong. 
The correct heading is, of course, Andante, 
and the movement should be _ played 
accordingly. 

I enjoyed the Amadeus Quartet’s inter- 
pretation of the A major work, often said to 
be over-weighted by the variations, which 
are of considerable length. Indeed, they 
are so stretched out here that there is no 
room for scrolls between the movements ! 
Was it really necessary to play all the 
repeats ? By omitting them (with the 
possible exception of those for the theme 
itself) the timing of this movement could 
have been almost halved, and the balance 
of the work would have gained im- 
measurably. It is not as though the 
variations, or the theme for that matter, 
belong to Mozart’s loftiest peak of inspira- 
tion ; they are very pleasant to listen to, 
but they are long, and their length is 
earthly rather than heavenly. 

The purpose of conventional repeat-signs 
in a variation movement was to allow 
players to improve their performance the 
second time round: the purpose is there- 
fore practical rather than formal. And 
since the Amadeus team play each variation 
to perfection the first time through, there 
isn’t really much point in gilding the lily. 
However, a gilded lily is better than none 
at all, and at the moment there is no other 
version of this quartet available on LP. 
It is, in any case, an outstanding disc, 
which should be acquired by all, even 
those who are not addicted to chamber 
music, and (is it possible ?) those who 
have no taste for Mozart. D 


SCHUBERT. Octet in F major for 
Clarinet, Horn, Bassoon and 
Strings, Op. 166. Vienna Octet. 
Decca LXT2983 (12 in., 36s. 54d.). 
Vienna Konzerthaus Quartet, etc. (1/54) WLP5094 

It is fascinating to compare these two 
performances, both by Viennese musicians, 
and impossible to make up one’s mind 
finally about them. 

Briefly, one feels that the Vienna 
Konzerthaus group are playing the Octet 
to us for our enjoyment as well as their own, 
and in a thoroughly friendly atmosphere— 
the atmosphere of a Schubertiad. The 
recording is forward and ample in tone, the 
string playing is occasionally rough, with 
some slight lapses in intonation, the tone of 
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with such realism that one catches one’s breath, 
or revels with her, according to the mood; _ in fact 
she lives the part. What a wonderful opportunity 
Verdi has given to the soprano in La Traviata. 
What a wonderful soprano ! 
Del Monaco’s Otello, is in my opinion the finest 
we have heard since Zanelli, and with 
Renata Tebaldi as Desdemona we have at last an 
** Otello” that will live for ever. 
These wonderful performances allied to 
Decca’s highest standard of recording are unequalled 
in the sphere of Recorded Sound. 
- Otello and Traviata to you all. 


OP ELLO 


DECCA LXT 5009-11. £5.9. 4}. 


I commend 
FRED SMITH. 


RIMINGTON VAN WYCK 
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LA TRAVIATA 


DECCA LXT 2992-4. £5-9-4}- 


The issue by Decca of these two great masterpieces 
of Verdi is a momentous event in Recorded Opera. 
I have early memories of the circumstances 

that led up to this great project, and of a vivid 
experience when Decca’s enthusiastic representative 
delivered the first records of Traviata, 

remarking to me at the time, “ Fred, just wait 

till you hear Renata Tebaldi’s ‘ Addio del passato.’ 
Surely Tebaldi is the finest Italian soprano 

The beauty of her voice takes its 

place with those great sopranos of the 

“Golden Age of Song.” She has too that rare 
quality of conveying both ecstasy and pathos 


of this era. 


THAT 


LIVeEe 





42 Cranbourn Street 
London WC2 GERrard 1171 
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BACH DEBUSSY 
Fantasia in A minor RECORD OF THE MONTH Nocturnes :—1. Nuages 
Giordano 2. Fétes 


Toccata in D minor ANDREA CHENIER 
Complete recording in Italian 
Gino Sarri, tenor. Franca Sacchi, soprano. 
Antonio Manca Serra, baritone. 


Prelude 4 l’aprés midi d’un faune 
(Solo Flute—James Pappoutsakis) 
* New Orchestral Society of Boston 


Chaconne in D minor 


Reine Gianoli, piano 








WLP si! Rome Opera House Chorus & Orchestra Conductor : Willis Page 
Conductor : Alberto Paoletti SLPY 803 
BEETHOVEN 3 12-in. records. ULP 9218-1/3 





Wind Trio in C major, Op. 87 
Variations on Mozart’s “ Reich mir die 
Hand mein Leben”’ in C major 
Hans Kamasche, oboe. Manfred Kautsky, 
oboe. H. Hadamousky, English horn. 
Rondino in E flat major 
Vienna Philharmonic Wind Group 
(2 oboes, 2 horns, 2 clarinets, 2 bassoons) 

WLP 5262 


SCARLATTI 


. Sonatas for Harpsichord, Vol. 2 


GOLDMARK 
Violin Concerto in A minor 
Peter Rybar, violin 
Vienna Symphony Orchestra 


Conductor : Henry Swoboda 
WLP 5010 


Longos : 
14 in D major. 263 in B minor 
486 in G major. 126 in G minor 


422 in D minor. 413 in D minor 





CONTEMPORARY MUSIC 
SERIES No. I 
Hindemith 
String Trio No. 1, Op. 34 (1924) 

String Trio No. 2 (1933) 
Jean Pougnet, violin 


BERLIOZ 
Damnation of Faust, Op. 24 
Rakoczy March 
Dance of the Sylphs 
Minuet of the Will-o’-the-Wisps 
Funeral March—last Scene of Hamlet, Frederick Riddle, viola 


Op. 18, No. 3 Anthony Pini, ’cello 
sin WLP 5299 


FRANCK 


Redemption—Symphonic Interlude 


8 in C major. 104 in C major 


23 in E major. 127 in G major 
232 in G major. 


Fernando Valenti, harpsichord 
WLP 5116 











SCHUMANN 





L’Orchestre de la Société des Concerts du 
Conservatoire de Paris 
Conductor : Georges Sebastian 

ULP 906! 


GYPSY SONGS AND 


CZARDAS Vol. 1 
Green Portal, Lover’s Promise. On Lake 
Balaton. Rakocski Berczenyi. The Great 
Bear. Shepherd’s Song. Happy Tunes. 
Dream Love. The Happy Hobo. 
Antal Kocze, King of the Gypsies and his 


Band 
WLPY 6715 


LIGHT MUSIC 


ACCORDION POPS CONCERT 


Twelfth Street Rag. Don’t Blame Me. 
La Cumparsita. Pavane. Gavotte. Sabre 
Dance. Minte Waltz. Hezra Kati. 
Charlie Magnante, accordion 

SLPY 170 


GALLOPS, POLKAS and 
POTPOURRIS 
Flirt Gallop. ‘‘ Muenchen-Wein, Gleicher 
Sinn”. ‘* Feuerfest”? Polka. ‘‘ Leichtes 
Blut ’’. **Fesche Geister’’. * Fir’s 
Herz und Gmiit”’. 
** Deutschmeister ”’ Band 
Conducted by Julius Hermann 
WLPY 6707 


Sonata in G minor, Op. 22 
Intermezzi, Op. 4 


Grant Johannesen, piano 
CLP 1173 


SERENADES of our TIME 
Aloha-Oe. Santa Lucia. La Paloma’ 
Tristesse. Violetta. Pagan Love Song 
. La Golondrina. O Sole Mio. 
Gino Bordin and his Hawaiian Guitars 

LPY 161 


Westminster Recordings are indicated by the prefixes WLP 12” ; WLPY 10’. 


THE NIXA RECORD COMPANY Ltd. 66 Haymarket, London, S.W.1. Tel: TRAfalgar 2291 


Complete Catalogue—Price 6d.—from 
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BARBER 
Adagio for Strings 
and 
HONEGGER 
Pacific 231 
New Orchestral Society of Boston 
Conductor : Willis Page 


45 EP 651 


BOITO 
Mefistofele 
L’altra notte ; L’ontano, l’ontano, l’ontano ; 
Amore misterio 
Rosetta Noli, soprano 
Simona Dall’Argine, soprano 
Gianni Poggi, tenor 
Opera di Milano Chorus and Orchestra 


Conductor : Franco Capuana 
45 EP 728 


.% 


ROSSINI 
William Tell Overture 
Berlin Civic Opera Orchestra 


Conductor : Arthur Rother 
; 45 EP 739 
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DONIZETTI 
Don Pasquale 
Cavatina and Final Duet Act I 
Serenade and Nocturne Act III 
Dora la Gatta, soprano 
Agostino Lazzari, tenor 
Afro Poli, baritone 
Professori d’Orchestra and 
Artisti del Coro of La Scala, Milan 


Conductor : La Rosa Parodi 
45 EP 735 


PONCHIELLI 
La Gioconda 
O monumento ; Cielo e mar ! 

Pescator, affonda l’esca ; Suicidio ! 

Anita Corridari, soprano 

Giuseppe Campora, tenor 

Anselmo Colzani, baritone 

Professori d’Orchestra and 
Artisti del Coro of La Scala, Milan 


Conductor : La Rosa Parodi 
45 EP 718 


RICHARD STRAUSS 
Der Rosenkavalier 
Presentation of the Silver Rose 
Tiana Lemnitz, soprano 
Ursula Richter, soprano 
Closing Scene, Act II 
Kurt Bohme, bass 
E. Walther-Sachs, mezzo-soprano 
Saxon State Orchestra 
Conductor : Rudolph Kempe 


45 EP 714 
VILLA LOBOS 
Bachianas Brasileiras No. 5 

Phyllis Curtin, soprano 

Members of the New Orchestral Society of 
Boston 

Conductor : Willis Page 

45 EP 652 


THE NIXA RECORD COMPANY LTD., 66 Haymarket, London, S.W.1. 
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JOHANN STRAUSS 
Wiener Blut 
Ja, die Musikannten 
Wuensch guten Morgen 
and 
CZERNIK 
Chi Sa ? 
Rita Streich, soprano 
Klaus G. Neumann, baritone 
Berlin Civic Opera Orchestra 


Conductor : Hans Lenzer 
45 EP 751 


VERDI 
Otello 
Iago’s Creed 
Iago’s Dream and Final Duet Act II 
Antonio Manca Serra, baritone 
Gino Sarri, tenor 
Rome Opera House Orchestra 


Conductor : Alberto Paoletti 
45 EP 744 


VERDI 

La Forza Del Destino 

Solenne in quest’ora 
Giuseppe Campora, tenor 
Anselmo Colzani, baritone 

Pace, pace, mio Dio ! 
Adriana Guerrini, soprano 

Professori D’Orchestra of La Scala Milan 


Conductor : La Rosa Parodi 
45 EP 717 


WAGNER 
Gétterdammerung 
Siegfried’s Rhine Journey 
Siegfried’s Funeral Music 
Munich State Opera Orchestra 


Conductor : Franz Konwitschny 
45 EP 743 


WAGNER 
Flying Dutchman Overture 
Munich State Opera Orchestra 


Conductor : Franz Konwitschny 
45 EP 737 


7” 45 Extended Play Red Label Series. cost 9/- plus 2/11} P.T. = 11/11} 
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the clarinet not very beguiling in the lovely 
slow movement, the horn apt to be too loud. 


For the performance by the Vienna Octet 
we are shown into a salon by the butler and 
sit gingerly on gold chairs. The players take 
not the slightest notice of us—the others all 
greeted us—but hieratically set about their 
task, living intensely in and for the music 
alone. The result is exquisite. Perfection of 
tone and phrasing, much loveliness of sound 
—particularly in the duet between clarinet 
and first violin in the slow movement ; and 
beautiful horn playing in the final bars of 
the first movement, really soft where the 
other was not. 


The Scherzo is not indeed so vigorous as 
in the Konzerthaus performance, but the 
Vienna Octet have noted that the Trio—as 
also the Trio in the later Minuet—is marked 
double piano almost the whole way through. 
The Variations have less sparkle here: and 
in the unforgettable start to the last move- 
ment (identical with the opening chords of 
the tragic Minuet of the A minor quartet, 
composed about the same time) there is 
much less of the dramatic impact of the 
Konzerthaus group, and less brilliance in 
the playing of the glorious tune of the 
Allegro thereafter. The Konzerthaus people 
would join us for some beer at the end of 
the performance: the Vienna Octet would 
melt away into the artists’ room and be 
seen no more. So there, in a mild allegory, 
it is. If you want polish and subtlety and 
rare beauty of tone you will get it from the 
Vienna Octet: if you want vitality and 
broad singing lines, drama and sparkle you 
will get it from the Konzerthaus group. If 
you want the better recording out of 
two that are both good, do not go to them. 
And where is Schubert in all this ? We 
recognise him in the Konzerthaus perform- 
ance: in the other performance he may be 
present, beneath the polish, in a guise 
known to only his closest friends. A.R. 


VIVALDI. Concerto in D minor, Op. 8, 
No. 9. Concerto in B flat major, 
F.1, No. 42. Concerto in D major, 
F.IV, No. 4. Concerto in E minor, 
F.VII, No. 6. Pierre Pierlot 
(oboe), Philippe Lamacque (violin), 
Francis Oguse (violin), Claude 
Brion (’cello), Pierre Degenne 
(cello), Paul Hongne (bassoon), 
Denyse Gouarne (harpsichord), 
Ensemble Instrumental Sinfonia 
conducted by Jean Witold. London 
International TWVg1052 (12 in., 
36s. 54d.). 

A nicely-planned Vivaldi disc, with 
adequate contrast afforded by the juxta- 
position of string and wind con¢ertos. I 
have never heard Op. 8, No. g in its oboe 
version, authorised by the composer himself. 
It sounds charming and convincing, and is 
given a satisfactory performance here by 
Pierlot. The bassoon concerto proved in the 
end to be the most attractive of the four, 
and Hongne, a fine and versatile artist, has a 
pleasant cantabile tone and all the dexterity 
imaginable. The solo violins sounded under- 
nourished to my ear, though perhaps the 
recording balance was responsible for this 
wiry effect. Both ’cellists appeared to suffer 
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in the same way, so the fault cannot be in 
their playing or their instruments. 


The harpsichord player is of the usual 
uncommunicative variety, adding nothing 
to the ensemble beyond a dull succession of 
rhythmical prods. I’ll bet that Vivaldi’s 
young ladies at the Pieta did better than 
this. The writer of the sleeve-note, like the 
Président de Brosses, seems to think that 
these ladies were beautiful: he should 
read what Rousseau has to say about them 
in the second volume of Les Confessions : 
‘* M. le Blond presented to me one after the 
other of these renowned singers whom I 
had known only by name and by voice. 
‘Come, Sophie . . She was hideous. 
‘Come, Catina . She had only one 
eye. ‘Come, Bettina . . .’ She was dis- 
figured by pockmarks ’’. But as Rousseau 
remarked later, “‘ They couldn’t sing the 
way they do without some soul! ”’—an 
observation which would surely be approved 
by the Prete (not Preto, please) Rosso 
himself. 

Much as I would like to recommend this 
disc, I have the impression that better 
Vivaldi recordings will be on the way, and 
that it would be a sounder plan to wait for 
them. DS. 


> 


VIVALDI. La Stravaganza, Op. 4 
Reinhold Barchet (violin), Helma 
Elsner (harpsichord), Pro Musica 
String Orchestra, Stuttgart con- 
ducted by Rolf Reinhardt. Vox 
DL103-1/3 (three 12 in., 109s. 43d.). 

Here are twelve violin concertos by 

Vivaldi: twelve out of two hundred or so, 
most of them written whilst the composer 
served the princely courts of Mantua and 
Vienna, or experimented with orchestral 
and violinistic effects in the Ospedale della 
Pieta (Venice’s home for lost young ladies). 
These brilliant young lady violinists may 
well have inspired Vivaldi to combine 
grace and purity with an ample measure 
of display, for one of the most remarkable 
things about his violin music is that it often 
sounds more difficult than it really is. Once 
the instrument had been correctly tuned (or 
mistuned—a stock effect of the time) and 
the bow agitated in arcs of almost naive 
aspect, the music practically played itself. 


Not that Vivaldi invented so picturesque 
and charming an effect. He grew up in a 
great and worthy tradition of violin playing, 
and undoubtedly became acquainted with 
the best instrumental music by Marini, 
Fontana, Merula and Uccellini, when he 
was still impressionable and receptive. He 
had respect for the free, fantastic vein of the 
first two masters, and borrowed more than 
one violinistic trick from the last two ; yet 
the more solid influence of the school of 
Bologna—notably that of Corelli and 
Torelli—was never far away. What Vivaldi 
did invent, in the sense of finding out for his 
own immediate use and the future pleasure 
of others, was an outlook upon violin 
playing which united all the commonsense 
things that the violin, by its very nature, 
was capable of expressing. He was first 
and foremost an Italian, and singing was in 
his veins. For him, the four strings of the 
violin were soprano, contralto, tenor, and 
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bass. Each had its characteristic timbre, 
each its own range of possibilities. 


His music, nevertheless, varies consider- 
ably in quality. There are peaks of 
achievement in Il Cimento dell’ Armonia e 
dell’ Inventione (Op. 8) and in La Cetra 
(Op. 9) which he never reached in L’Estro 
Armonico (Op. 3) and La Stravaganza (Op. 4). 
The last-mentioned work in particular, now 
recorded by Vox, is very uneven in quality 
and inspiration. Walsh, the English pub- 
lisher, knew this very well when he brought 
out a new edition of the Amsterdam part- 
books as ‘‘the choicest of [Vivaldi’s] 
work”. He included only five of the 
original twelve—Nos. 1, 2, 4, 9, and 11. 
These five do in fact contain the strongest 
ritornelli themes, and their slow movements 
are mostly of a high order. 


In assessing any performance of these 
concertos, there are several important 
factors to be taken into consideration: the 
soloist, the continuo, the ripieno strings, 
and the interpretation. The solo violin is 
played by Reinhold Barchet, a capable 
and musicianly player with a pleasant tone. 
He plays the notes of the solo violin part, 
exactly as they are written, with an 
accuracy which was never called for in any 
sphere of baroque musical art. The role of 
the soloist, though less improvisatory than 
the continuo, was in Vivaldi’s time a 
creative one. The presence or absence of 
conventional marks of bowing, phrasing, or 
dynamics did very little to influence the 
man who got up in front of the band and 
played a solo. Vivaldi himself was very 
sparing in his markings, partly because he 
was so often able to see that his intentions 
were properly carried out, and partly 
because good musicians were supposed to 
know about notational conventions any- 
way. When, by way of exception, Vivaldi 
wrote some special indication regarding 
performance in a manuscript score, he 
seemed rather ashamed of it, even going so 
far as to make fun of his own cautiousness. 
For example, in a concerto he sent to the 
violinist Pisendel, he wrote against one such 
indication: ‘For the benefit of dimwits ” 
Actually, the exact meaning of Vivaldi’s 
Italian phrase is not repeatable i in the chaste 
columns of this journal ; “‘ dimwits”’ will 
have to suffice—but you have my word for 
it that he meant something stronger. 


Why were these conventions so often 
taken for granted and therefore not written 
down? First, ‘because composers in 
Vivaldi’s day had to write pretty quickly 
in order to turn out the vast bulk of music 
that was expected of them. They had no 
time to put in ornamental frills and 
furbelows ; Vivaldi himself was reputed to 
be able to compose a concerto in less time 
than a copyist took to write out the full 
score. The second reason for consistent 
abbreviation was the fact that ornaments 
were to a very great extent bound up with 
each individual player’s technique: one 
might be able to trill where another could 
scarcely manage an upper mordent. Again, 
regional and national discrepancies in 
style would call for modifications in the 
performance of grace-notes and especially 
appoggiature. Alas ! for all his suave playing, 
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Barchet does not understand these things : 
he does occasionally begin a trill on the 
upper note (usually when it should begin 
with the principal note), but apart from 
this he shows no signs of being in the 
remotest degree acquainted with the true 
baroque style of violin playing. The Largo 
of the very first concerto shows up this fault 
to perfection ; the remaining eleven have 
only the virtue of consistency to recommend 
them, even though it is a case of consistency 
in error. 

The second important factor is the 
continuo, which is partially represented 
here by ’cello and harpsichord. Vivaldi 
called for an organ in his published set of 
parts—the kind of small chamber organ that 
could be found in most churches and music 
rooms of the time. Its function was to fill 
out the sound of the orchestra in the tutti 
sections, and to give a few bars of well- 
earned rest to the harpsichordist, whose 
duty it was to accompany the solo sections. 
The Vox recording has no organ: con- 
sequently no continuo is heard at all in the 
tutti sections. There is a harpsichord, it is 
true ; but not only is it not heard in the 
tutti—it can hardly be heard even in the 
solos! Only with the aid of a stethoscope 
was I able to hear that faint twang . . . chang 
which one of my wittier colleagues has 
described as “‘ the distant thrashing of a 
bird-cage with a toasting fork”. This is 
simply not good enough. Even allowing for 
bad microphone placing or an inadequate 
instrument, there is no excuse for the kind 
of thing that presumably passes for 
“‘ realisation ” of the basso continuo. 

Elsner does little more, at any point in 
the twelve concertos, than thrum or strum 
in monotonously regular fashion, doubling 
the string texture, contributing nothing to 
the ensemble, and (generally speaking) 
providing a background which may well 
be continuous, but is certainly not continuo. 
What then was the kind of contribution 
expected from a good continuo player ? 
Johann Daube, speaking of an eminent 
contemporary of Vivaldi, says: “‘ He gave 
life to the solo part by his perfect accom- 
paniment . . . he knew how to imitate it 
so skilfully with the right or left hand, or 
unexpectedly to bring in a counter subject, 
that his audience could swear it had been 
so composed with all care ’’. I could quote 
many similar passages to show that the 
harpsichord player was expected to make a 
real and original musical contribution to 
the work as a whole; but I regret to say 
that no single example of this originality is 
to be heard in the present set of discs. 

The ripieno strings are far too heavy and 
pedestrian in their outlook, basses especially 
being over-ponderous, with the result that 
the inner parts are too frequently obscured. 
There is also an apparently set belief that 
only one bowing style is permitted—the 
good, solid, up-and-down chug-chuggery 
that is completely refuted by every authority 
on violin playing from Lanfranco onwards. 
This kind of playing gives rise to a dense, 
impenetrable texture that is far removed 
from the eighteenth century ideals of 
resilient luminos‘ty and clear part-writing. 

I find that my last point—interpretation 
—has been covered in the foregoing 
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remarks, for the lapses in style of the solo 
violinist are faithfully mirrored by the 
orchestra, once again giving rise to that 
consistency in error which dogs the foot- 
steps of these travel-weary concertos. What 
a pity that so fine an opportunity has been 
missed, so splendid a ship spoiled for 
a ha’p’ orth of tar! 

The booklet accompanying the records is 
excellent in its literary and historical sub- 
stance, but poor in its musical illustrations, 
which have been execrably copied and 
reproduced. Some have been photo- 
graphed, without acknowledgment, from 
Dr. Upmeyer’s editions of the first three 
concertos published by Barenreiter-Verlag, 
Kassel. These are so far reduced as to be 
well-nigh illegible. DS. 


INSTRUMENTAL 


BACH. Fantasia in A minor. Toccata 
in D minor. Chaconne in D minor. 
Reine Gianoli (piano). Nixa WLP 
5101 (12 in., 36s. 54d.). 

This dynamic lady pianist follows her 
Mozart disc with a group of Bach works. 
Both the Fantasia and the Toccata are 
brilliantly played, though one sometimes 
feels the lack of a second keyboard, giving 
that direct contrast of colour which the 
harpsichord provides so well. Purists will 
prefer the Valenti (Nixa) recording of the 
Toccata. 

There are a few slips in the performance 
of the Chaconne, but they do not spoil the 
listener’s enjoyment actually or retrospect- 
ively, nor do they detract his attention from 
the finely built-up climaxes, or the D major 
section, which is played with great sensi- 
tivity and understanding. Neither the disc 
itself nor the sleeve (which twice tells of 
Gianoli’s association with “the I’Ecole Nor- 
male de Musique”’!) mentions the transcriber 
of the Chaconne—Ferruccio Busoni. I 
believe it was Rodolfo Caporali who 
described Busoni’s Bach transcriptions (in 
a recent issue of La Rassegna Musicale) as 
**a real musical testament: a legacy of 
incomparable worth ”’. Those who hear 
this recording, which, by the way, has an 
excellent surface, will surely agree with 
this verdict. D.S. 


BEETHOVEN. Sonata in C minor, 
Op. 13, “ Pathétique ”. Sonata in 
C sharp minor, Op. 27, No. 2, 
“ Moonlight ”. Sonata in F minor, 
Op. 57, “Appassionata”. Paul 
Badura - Skoda _ (piano). Nixa 
WLP5184 (12 in., 36s. 54d.). 


Coupled as above : 
Orazio Frugoni 


(5/58) PL7160 

This disc follows the Vox record on which 
the young Swiss-American pianist, Orazio 
Frugoni, plays the same three sonatas. 
Excellent value for money, in point of bars 
per penny. First-rate recording. And an 
approach by Frugoni to these oft-played 
sonatas which gives to his performances a 
vigour and vitality which those by more 
celebrated executants have sometimes 
lacked. 

Paul Badura-Skoda does not make out so 
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well. To start with, the lay-out of the 
sonatas is less convenient. Vox presents 
“* Moonlight ” and “ Pathétique ” together 
on one side, and “ Appassionata ” on tlie 
other. Nixa starts with the “Pathétique”’, 
and then divides the “ Moonlight ” (after 
the Scherzo) over the side-break. Then the 
Nixa recording, while reasonably clear and 
faithful, is less lively than that of the Vox ; 
and the first movement of the “‘Moonlight” 
(towards the end of the first side) is troubled 
by a noisy surface. 

Badura-Skoda’s playing strikes me as 
conscientious rather than vital. The first 
movement of the “ Pathétique” is heavy 
and laboured, the second is listless (inert, 
without any glow or ardour) and the finale 
is superficial. The first movement of the 
“Moonlight ” has a strange flatness and 
dullness. Badura-Skoda has planed it down 
in accordance with Beethoven’s indications, 
but unfortunately all character has been 
lost in the process. He chooses to play the 
second movement in the modern fashion, 
at what I believe to be a ridiculously slow 
speed, while (again in the modern fashion) 
the finale, once we have turned over to get 
to it, is galloped through. 

Frugoni’s performance of this sonata may 
not show Solomon’s remarkable control of 
a slow tempo in the first movement ; but 
there is no sense of hurry in the slighter 
faster speed he adopts, and there is a 
sense of shaping and inflexion and feeling 
for the climactic phrase. The other move- 
ments show a welcome, and by now 
unusual, freedom from affectation. 


Badura-Skoda’s “‘ Appassionata ”’, again, 
is dullish. A.P. 


BEETHOVEN. Sonata No. 21 in C 
major, Op. 53, ‘“ Waldstein ”. 
Sonata No. 23 in F minor, Op. 57; 
“ Appassionata”’, Sascha Gorod- 
nitzki (piano). Capitol CTL7067 
(12 in., 36s. 54d.). 

Sonata No. 21: 


Backhaus (6/51) LXT2582 


Walter Gieseking Ty 88CX1055 
Annie Fischer (11/53) LPM62 
Kurt Appelbaum (83/54) WLP5044 
Denis Matthews (5/54) 88SX1021 


Sonata No. 23: 


Backhaus (9/52) LXT2715 


Orazio Frugoni (6/58) PL7160 
Walter Gieseking 

Edwin Fischer )ALP1094 
88CX1144 


Malcuzynski 
ihe 88SX1023 


Denis Matthews 

Sascha Gorodnitzki’s ‘‘ Appassionata ” 
is a good deal more vital than Badura- 
Skoda’s, considered in an adjacent review ; 
but the violence of his dynamic contrasts, 
and the hard shallow tone _ which 
emerges from the disc together conspire to 
prevent our taking pleasure i in the perform- 
ance. In any case the ‘* Waldstein ” on 
the other side is not acceptable, so hammered 
and insensitive it is. The Gieseking disc 
listed above presents the same coupling ; 
and although it has its disadvantages (see 
the review for some account of them), 
anyone wanting just these two sonatas 
might fairly safely make for it. The most 
stimulating “ Appassionata ”’, I believe, is 
that of Orazio Frugoni. A.P. 
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Mid-February Releases 


BACH, J. S. Concerto for 3 Harpsichords No. 1 in D 
minor 
Concerto for 3 Harpsichords No. 2 in C 
Concerto for 4 Harpsichords in A minor 
Helma Elsner, Renate Noll, Franzpeter 
Goebels, Willy Spilling, harpsichords— 
Pro Musica String Orchestra, Stuttgart 
(Reinhardt) 

1—12-in. record. PL 8670 


FRESCOBALDI Organ Music 


Giuseppe de Dona, organ 
1—12-in. record. PL 8780 


LISZT Sonata in B minor 


SELECTIONS Fanta, Quast Sonte, “Arise 
from the VOX 


La Leggerezza 
Eroica Etude 
, Dance of the Gnomes (Gnomenreigen) 
LP CATALO GUE Orazio Frugoni, piano 
1—12-in. record, PL 8800 
MOZART Symphony No. 25 in G minor, K.183 
Symphony No. 29 in A, K.201 
Symphony No. 33 in B flat, K.319 
Pro Musica Symphony Orchestra, ‘Vienna 
(Perlea) 








- J—12-in. record. PL 8750 
STRAVINSKY Apollon Musagéte 
Pulcinella Suite 


I 1 Vienna Chamber Orchestra (Hollreiser) 
335 rpm. ° 36/ O38 1—12-in. record. PL 8270 
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| can sum up what | want to 
say about this tuner in the 
simple statement that | have 
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in its favour. 


Could one wish for more ? 
Only that the circuit should be 
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Verb. sap.—P. Wilson, M.A., 
** Gramophone.”’ 


SOUND SALES 
WEST STREET. FARNMAM. SURRE 
Aeanetentere nt Wacaner: tatoo 





see TECHNICAL TALK— 
P. WILSON, M.A., JAN., 1955 


NSS yam THE SET OF TOMORROW: 









The GRAMOPHONE February, 1955 


THE 3-C OF REPRODUCTION 








RADIO TOWARDS REALITY............ 













ies 


OX PLUS FOUR 
RADIOGRAM 









CLIRO Phas BT ONE ILE 
“S805 POUR OF sees 


1% UROL me ~ ae Comghaateg 





3-C reproduction towards 
realism via 3 separate amplifying 
channels. This is atriple ampli- 
fying system, not merely anoth r 
speaker cross-over idea. 










Sound Sales A-Z F-M Unit 
Complete with Aerial 
£15J10s. plus P.T. 


For the future, therefore, you 
may count me as one of the fans 
of ‘‘F-M via A-Z’’. | would 
not dream of listening to an 
ordinary transmission when this 
alternative is  available.—P. 
Wilson, M.A., ‘‘ Gramophone.”’ 





BEALE THOR AKL \eamine srOEKIETS 
: < 
iD SALES LIMITED 


MAAR. SURREY . t9o Renmei mectiard 















Sound Sales Phase Inverter Speaker. (Price £14 10s. complete with cabinet.) 


For its size, this is one of the most attractive loudspeaker combinations | have 
yet come across ... ‘‘ the standard of reproduction obtainable must be heard to 
be believed.’’ Not only is there a good, clean treble, well distributed by the 
diffusers on the front of cabinet ; there is also a very firm, clear bass which 
extends below 50 c/s. Clarity is indeed the most noteworthy characteristic of 
this speaker. It was this quality that impressed itself on several visitors | had on 
the day when | was putting the speaker through its paces. That extra half octave 
above about 12 kc/s and the corresponding one below about 30 c/s usually cost 
an awful lot of money. The range here is audible from below 30 up to above 
13,000 c/s.—P. Wilson, M.A., “Gramophone.” 


SOUND SALES LTD. 


WEST STREET, FARNHAM, SURREY, ENGLAND 





es 


ae 





Grams : ‘* Sounsense "’ Farnham. 


Tel. : Farnham 6461 (3 lines). 











_. 
a 














February, 1955 


CHABRIER. Seven Pieces for Piano : 
Impromptu ; Aubade ; Ballabile ; 
Caprice ; Feuillet d’Album ; Ronde 
Champétre ; Bourrée Fantasque. 

SAINT-SAENS. Etude en forme de 
Valse, Op. 52. Toccata, Op. 72, 
No. 3. Theme Varié, Op. 97- 
Allegro Appassionato, Op. 70. 
Toccata, Op. 111. Ginette Doyen 
(piano). Nixa WLP5294 (12 in., 
36s. 54d.). 


Ginette Doyen plays these charming 
salon pieces with excellent taste and style, 
and almost persuades us that Saint-Saéns 
and Chabrier have suffered more neglect 
(as far as this genre is concerned) than they 
rightfully deserve. It was César Franck 
who, on hearing a group of Chabrier’s 
piano pieces, averred that the youthful and 
promising composer had bridged the gulf 
between Couperin’s keyboard music and 
that of Franck’s own day. There is certainly 
a witty, often slightly satirical vein in 
Chabrier’s best music for the piano, and 
this same vein can indeed be traced to the 
sparkling Suites of the French musical 
baroque. 


The Studies and Toccatas by Saint- 
Saéns show the stamp of the virtuoso pianist 
on every page: yet there is a restraint 
which is typically French in its unaffected 
and natural working. They have the 
advantage of one of the most sympathetic 
interpreters of the present day, and beyond 
that, a recording which is technically very 
satisfying. DS. 


CHOPIN. Scherzi : No. 1 in B minor, 
Op. 20; No. 2 in B flat minor, 
Op. 31; No. 3 in C sharp minor, 
Op. 39; No. 4 in E major, Op. 54. 
Artur Rubinstein (piano). H.M.V. 
ALP1136 (12 in., 36s. 54d.). 


C. Arrau AXTL10€43-4 
B. Siki (5/54) PMA1011 
L. Kentner (11/54) 33SX1033 


The performance of the third and fourth 
Scherzos here seems to me to be preferable 
to that of the earlier two. Not because at 
any moment during the record, early on or 
elsewhere, you could doubt that a great 
pianist was playing, for you certainly could 
not ; but because the firmer outlines of the 
later works respond more clearly to the 
tremendous assault Rubinstein makes on 
them. The assault disguises a very little of 
the poetry of the third, and is more 
uniformly successful in the fourth. But in 
the first two the flourishes do tend to throw 
the music out of shape, and a less effervescent 
performance might, musically, be more 
rewarding. 


Kentner does in fact give such a per- 
formance, and I do, on the whole, prefer 
his version ; though it is a preference to be 
indulged at some trifling expense of recorded 
quality—Columbia give his piano a round, 
and acceptable enough quality; that of 
Rubinstein’s instrument on the new disc is 
rather more brilliant and powerful. In the 
last resort, it depends on what you are 
looking for. If it is poetry, your search 
might well end with the Kentner version ; 
if brilliance, with the Rubinstein. M.M. 
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COUPERIN. Harpsichord Works— 
Books III and IV. Ruggero Gerlin 
(harpsichord). London L’Oiseau-Lyre 
OL50061-7 (seven 12 in., £12 15s. 
24d.). 

With these seven discs Ruggero Gerlin 
completes his formidable assignment. There 
is little to add to what I wrote about his 
recordings of Books I and II, but some 
description of the contents of these discs 
may be useful. 

OL50061 contains the whole of the 13th 
ordre: the lovely Les Rozeaux, and the fine set 
of variations on a ground bass, Les Folies 
Srangoises ou les Dominos, which is, as Wilfrid 
Mellers says in his invaluable book on the 
composer, “‘a microcosm of Couperin’s 
art, its tragic passion, its witty urbanity, 
its sensuous charm ”’, The 14th ordre, com- 
plete also on this disc except for the last 
piece, contains Le Rossignol en amour, played 
too heavily and loudly for my taste: Le 
Rossignol-Vainqueur, the mood of which is 
very well conveyed: and the adorable Le 
Carillon de Cythére, which is beautifully done. 

The 15th ordre, with the last one of the 
14th and three pieces of the 16th, is on 
OL50062: and almost every piece is a gem. 
There is, however, a disturbing ping on 
some of the notes in the tender lullaby Le 
Dodo. The Musette de Taverni is one of the 
pieces for two harpsichords, and a rollicking 
affair. Les Vergers Fleuris, which Mr. 
Mellers calls “‘ one of the most remarkable 
of all Couperin’s impressionistic pieces ”’, 
also comes in this ordre. 

Les Petits Moulins a Vent (17th ordre) ; 
Soeur Monique and Le Tic-toc-choc (18th 
ordre) are on OL50063, both these ordres 
being given complete on the disc, as well as 
the last three pieces of the 16th ordre. 

Mr. Gerlin is most successful in the first 
and third of the pieces mentioned above, 
but I should have preferred a gentler 
picture of Sister Monica. 

This great Third Book ends on OL50064 
with some delightful pieces in the popular 
manner, Les Calotins et les Calotines (a secret 
society of “ bright young things ”’) and Les 
Culbutes Facobines (a religious order depicted 
turning somersaults, literal or intellectual). 

The Fourth Book begins on this disc, the 
first ordre (20) of which contains a number 
of light and charming pieces. Then comes, 
by contrast, a mainly serious ordre, but I 
have not received the next disc (OL50064) 
on which it is completed, together with 
Nos. 22-23 and the first two pieces of No. 24. 

In the rest of the 24th ordre (on OL50066) 
there are a number of witty pieces and also 
the superb passacaille L’Amphibie: and in 
the 25th ordre (‘the most technically 
experimental of all’’, Mr. Mellers says) 
there is La Visionnaire, “‘ a Lullian overture 
in miniature ”’. 

The last two ordres (26 and 27) and the 
pieces grouped under the title L’Art de 
toucher le clavecin are to be found on OL50067. 
There is, in these two ordres, no falling off in 
invention and No. 26 is, Mr. Mellers thinks, 
possibly the finest of all. La Convalescente, 
L’Epineuse, and Pantomime are particularly 
good things in it. It is to be hoped that the 
complete set will at least be resorted to by 
students in our musical institutions, whose 
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knowledge of Couperin is often restricted to 
a few pieces, out of the sum total, “arranged” 
for the piano. For the ordinary music lover 
a selection of the finest things on one or two 
LP discs would be invaluable. 

Ruggero Gerlin has limitations 
rhythmical and artistic, but his general 
success over the huge expanse of music and 
mood he has covered is, to my mind, 
undoubted. 


DELIBES. Valse Lente—Paraphrase 
from ‘‘ Coppélia ” (arr. Dohnanyi). 

LISZT. Etude de Concert No. 3 in D 
flat major. Geza Anda (piano). 
Columbia SEL1516 (7 in., 15s. 11d.). 

The Dohnanyi Coppélia arrangement first 
appeared last November as a fill-up to 
Anda’s LP performance of the Tchaikovsky 
B flat minor Piano Concerto; such a 
dexterous, and suitably reticent performance 
of the agreeable encore piece is certainly at 
least equally acceptable on its own. 

The Liszt study is also treated reticently ; 
the treatment emphasises the music of the 
piece rather than its virtuoso quality. Not, 
needless to say, that Anda lacks any virtuo- 
sity—indeed quite the reverse; but he 
puts it here, as in the Dohndnyi, at the 
service of the music. And the overall 
impression of musicality is helped by the 
piano tone being considerably rounder than 
on many 45’s. M.M. 


FAURE. Nocturne No. 12 in E minor, 
Op. 107. Barcarolle No. 4 in A flat 
major, Op. 44. Valse-Caprice 
No. 3 in G flat major, Op. 59. 
Impromptu No. 3 in A flat major, 
Op. 34. 

RAVEL. Prélude. Menuet sur le 
nom de Haydn. Valses nobles et 


Sentimentales. Toccata from “ Le 
Tombeau de (Couperin ”’. jJean- 
Michel Damase (piano). London 


International TW91035 (12 in., 36s. 
54d.). 

Jean-Michel Damase is a clever young 
composer, and also a most admirable 
pianist; and I warmly commend this 
record as a model of Ravel and Fauré style 
—also because the Fauré compositions are 
less well known in this country than they 
should be. Damase is not a player who 
takes us into his confidence. He plays both 
composers, and particularly Ravel, with a 
slightly “‘ exterior ’’ and aloof tone quality 
which is exactly right. It is a pity the 
recording is not of the first rank; it is 
spoiled partly by a slightly hissing back- 
ground, and partly because (so it seems) the 
microphone is so close to the piano strings 
that the result tends towards dryness. 

AP. 


MOUSSORGSKY. 
Exhibition. 
(piano). 
27s. 34d.). 
Julius Katchen (2/52) LK4046 

Time was, I suppose, when it was possible 
for a record reviewer to hear the Mussorgsky 

Pictures played in the original piano version 

without every note calling instantly to mind 

Ravel’s orchestral colouring; but that 

certainly isn’t the case now. ‘A pity: for 


Pictures at an 
Leonard Pennario 
Capitol CCL7525 (10 in., 
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surely it is very difficult in this piece 
actually to prefer the original, and the ear 
is consequently always demanding the 
impossible of a pianist. 

In fact Pennario comes close to achieving 
the impossible ; his performance is brilliant 
in the highest degree. To call it also soulless 
is not, I hope, so damaging as it sounds ; 
the music does not set out much to exercise 
the soul in the first place. And the brilliance 
does lend a great deal of point to many 
passages which are apt to sound not so 
startling in the original as in the arrange- 
ments. 

The recording is very clear; it is also 
rather brittle in tone-quality. In this 
respect the Katchen version is preferable, 
though its surface does nowadays seem to 
be on the heavy side. And if, here and there, 
Katchen is not quite so brilliant as Pennario, 
he is rather more poetic. The price dis- 
crepancy between the two versions is 
narrowed by Decca’s twelve inches being 
on a cheaper label ; I think I would need 
to be very sure that my reproducer could 
adequately round off the new version’s 
piano tone before I bought it in preference 
to the Katchen. 

It does, however, have something that no 
other version of the work does: an accom- 
panying brochure discussing and illustrating 
Hartmann’s pictures. We read about these 
pictures all too often ; actually to see them 
has always been out of reach. But Alfred 
Frankenstein, an American critic, has made 
a systematic and thorough attempt to track 
them down, and he writes about, and 
reproduces, the results in this booklet. 
Direct success has been limited to three 
numbers—we may now see the originals of 
The Ballet of the Chickens in their Shells, 
The Hut on Fowl’s Legs, and The Great Gate 
of Kiev. And other Hartmann pictures are 
reproduced, which throw an indirect light 
on some other numbers ; and some con- 
temporary American pictures, originating 
as a result of the inversion of Moussorgsky’s 
process, are also reproduced. Altogether 
the brochure is of great interest ; and the 
text produces at least one new sidelight on 
the music—that the long and triumphant 
Promenade before Limoges (the one Ravel cut 
out altogether in his arrangement) is so 
because Moussorgsky himself owned the 
two previous pictures and had lent them to 
the exhibition. M.M. 


SCARLATTI, D. Sonatas for Harpsi- 
chord : L.422 in D minor; L.465 
in D major; L.413 in D minor; 
L.232 in G major; L.8 in C major; 
L.104 in C major; L.14 in D 
major; L.263 in B minor; L.23 
in E major; L.486 in G major; 
L.126 in G minor; L.127 in G 
major. Fernando Valenti (harpsi- 
chord). Nixa WLP5116 (12 in., 36s. 


no earlier batch of Scarlatti Sonatas 
is here supplemented by a further disc. 
The selection is well contrasted, and affords 
an excellent cross-section of Scarlatti’s 
tremendous output. The performance is 
up to Valenti’s usual standard, embodying 
the defects and virtues of the earlier 
recording, also issued by Nixa. 
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The harpsichord itself sounds. an efficient 
instrument as far as touch and response are 
concerned (note-repetition at rapid speeds 
is especially remarkable) but I cannot be 
consistently charmed by the tone-quality. 
There appears to be a lack of genuine 
sonority in the middle register—a fault 
which, although it may be partly due to 
recording, cannot be banished by octave 
doublings. The surface of my disc was 
excellent, apart from a slight deterioration 
in quality at the end of the second side. 

DS. 


SCHUBERT. Sonata No. 21 for Piano 
in B flat major, Op. Posth. 

SCHUMANN. Bunte Blatter, Op. 99, 
Nos. 1-8. Clara Haskil (piano). 
Philips ABLgo29 (12 in., 36s. 54d.). 


Sonata No. 21: 
W. Kempff (6/51) LXT2577 
F. Wiihrer (3/54) PL8210 


After careful comparison of the three 
recordings of this sonata now available, I 
feel that there is very little to add to the 
opinions expressed by A.P. in THE 
GRAMOPHONE of March 1954. The Vox 
disc still offers the best value to lovers of 
Schubert’s piano music ; there is no extra 
sonata to be had on the Philips version, 
though admittedly the seldom-played Bunte 
Blatter are well suited to Clara Haskil’s 
technical abilities and artistic temperament. 

Her performance has a wider range of 
colour and feeling than Wihrer’s, yet she is 
unable to achieve those heights and depths 
of sonority that seem to flow so naturally 
from the Vox recording. If only it were 
possible to fit together these artistic spectra, 
and so superimpose them that the perfect 
performance would result! But this is 
wishful thinking; or a_ tape-editor’s 
nightmare. 

There may be many admirers of the 
feminine approach towards Schubert’s 
late, and often highly poetical and romantic 
piano music. For them, Clara Haskil’s 
performance will have considerable appeal ; 
the peaks are all there, and they are nobly 
scaled, but they are not as high, relatively, 
as those reached in the Nixa disc, nor are 
Wihrer’s within sight of Schnabel. I have 
nothing but praise, however, for the 
sympathetic recording of the piano which, 
to my mind, is one of the greatest virtues 
of the Philips disc. DS. 


SCHUBERT. Variations in A flat, 
Op. 35. Variations in B flat, Op. 82, 
No. 2. Lebensstiirme, Op. 144. 
Paul Badura-Skoda (piano), Joerg 
Demus (piano). Nixa WLP5147 
(12 in., 36s. 54d.). 

The latest instalment from this admirable 
Viennese duo is an entirely enjoyable 
record, beautifully engineered, and played 
(with Badura-Skoda and Demus taking 
turns as primo) with sensitive phrasing and 
delicate ensemble. The music, too, is 
(unlike some piano duet music) almost as 
enjoyable to listen to as it is to play. The 
B flat Variations date from 1818, the A-flat 
from 1824: both were written at Count 
Esterhazy’s castle at Zelesz, in Galanta. 

The Lebensstiirme (or more correctly 


** Sonata in One Movement”) was com- : 
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posed::just before Schubert died. The 
fanciful ‘title (posthumous) is due to the 
publisher, Diabelli; yet in this romantic 
music we may perhaps fairly detect some 
portrayal of the storms of life. At any rate 
in this Badura-Skoda/Demus performance 
the music takes on more than decorative 
import. A.P, 


SCHUMANN. Sonata No. 2 in G minor, 


Op. 22. Six Intermezzi, Op. 4. 
Grant Johannesen (piano). Nixa 
CLP1173 (12 in., 36s. 54d.). 
Sonata No. 2: 
K. Long (4/51) LK4023 
A. de Lara (9/54) AdLP3 
J. Demus (1/55) WLP5264 


I am attracted by the recording of the 
piano in this new Nixa release, so soon after 
the same company’s record of Demus on 
which I commented last month. Johannesen 
shapes the slow movement of the Sonata in a 
most poetic and inspired way, and his 
treatment of the Scherzo has all the fire 
and vigour that this movement requires. 
The first and fourth movements, however, 
seem inferior to the performance by Demus, 
mainly because there is a tendency to treat 
passage-work in cavalier fashion: and I do 
not think Schumann intended this feeling 
to be uppermost in the player’s mind. 

Unless I were particularly anxious to 
have the Six Intermezzi, I would choose the 
recording by Demus as being the better 


overall account of the Sonata. D.S. 
THE CLARINET, Vol. 2. Sextuor de 
Clarinettes (Schmitt). En famille 


(Loucheur). Sextuor de Clarinettes 

de Paris. Decca LX3136 (10 in, 

278. 34d.). 

€ missing volume appears, and pro- 
duces a wider demonstration of the instru- 
ment than the others ; for the Sextuor de 
Clarinettes de Paris consists of an E flat 
clarinet, two B flat or A clarinets, an E flat 
alto clarinet, a bass clarinet, and a contra- 
bass clarinet—this last a serpentine monster 
pitched in, I would guess, low E flat. All 
clarinets blend wonderfully, of course, with 
each other (except, curiously, in single 
octaves, which kill the tone of each partner 
in the octave combination stone dead). 
And the weight of the lower three instru- 
ments lends a fine rich sound to the com- 
bination as a whole ; so that on this record 
the tone of an aJl-clarinet ensemble can last 
without palling on the ear as long as it 
ever can. 

For the playing, too, is quite first-rate ; 
the sextet is directed by Armand Birbaum, 
who has certainly achieved from his indivi- 
dually brilliant players an ensemble of out- 
standing quality. And both the works 
recorded are eminently listenable: Florent 
Schmitt writing at the age of eighty-two a 
sextet of astonishing vivacity; and Raymond 
Loucheur, undaunted by a long official 
career in French musical education, writing 
a family suite that quite humanly charac- 
terises Papa, Maman, Philibert, and Sylvie. 

The agreeable music and very fine playing 
are complemented by equally good record- 
ing ; at this level I see no particular reason 
why these instrumental discs should not 
quite happily go on for ever. M.M 
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BADURA-SKODA RECITAL. Moment 
Musical in F minor, Op. 94, No. 3 
(Schubert). Rhapsody in G minor, 
Op. 79, No. 2 (Brahms). Liebes- 
traume in A flat, No. 3. Hungarian 
Rhapsody No. 2 in C sharp minor 
(Liszt). Toccata (Ravel). Etude in 
E major, Op. 10, No. 3. Etude in C 
sharp minor, Op. 25, No. 7 (Chopin). 
Pizzicato Polka (Strauss-Schulhof). 
Polonaise in C major, Op. 89 
(Beethoven). Paul Badura-Skoda 
(piano). Nixa WLP5277 (12 in., 
36s. 54d.). 

An odd collection, hopefully unified by 
the collective title Piano Encores. Encores in 
bulk don’t readily assemble themselves, by 
definition, into satisfactory listening. But 
that, here, is no fault of Badura-Skoda, who 
copes effectively almost everywhere with 
the very varied requirements; with the 
Ravel Toccata particularly effectively. He 
does, however, come a boner in one place 
where it matters, for nobody could miss it: 
those two opening chords of the Liszt 
Hungarian Rhapsody are part of the musical 
education of everybody in Europe, and you 
can’t play G sharp instead of F sharp in the 
second of them and get away with it. 


The Ravel and the Chopin C sharp minor 
study are interchanged on my label, but it. 
is understood that the error has been 
corrected, whilst nobody told the poor note- 
writer about the first side of the disc at all 
—so he has the unenviable task of trying to 
spin out notes on the music of the second 
side only to the necessary length. But none 


of this damages the Westminster recording : 
M.M. — 


that is very good indeed. 


PIANO RECITAL. Oiseaux tristes 
from ‘“ Miroirs” (Ravel). Soirée 
dans Grenade from “ Estampes”’. 
Les Collines d’Anacapri from “ Pré- 
ludes, Book I ” (Debussy). Fantasque 
(Marescotti). Premiére Toccata 
(Gagnebin). Lottie Morel (piano). 
Decca LW5127 (10 in., 18s. o}d.). 

Although competently performed, this 
“recital”? does not seem to amount to 
much, either as a short concert of piano 
music, or as the revelation of a new pianistic 
personality. Something is missing per- 
haps a little more magic in the realisation 
of the Ravel and Debussy—perhaps music 
more interesting on the other side than the 
pieces by Marescotti and Gagnebin. Both 
are Swiss, by the way. André Marescotti 
was born in 1902, Henri Gagnebin in 1886 ; 
and both are organists as well as composers. 

The recording, I must not fail to add, is 

quite admirable, but the whole thing leaves 

a rather tepid impression. A.P. 


RUBINSTEIN RECITAL. La plus que 
lente (Debussy). Song without 
words, Op. 67, No. 4 (Mendelssohn). 
Valse oubliée, No. 1 (Liszt). Pre- 
lude in C sharp minor, Op. 3, 
No. 2. (Rachmaninov). Artur 
Rubinstein (piano). H.M.V. 


7EB6009 (7 in., 10s. 74d.). 
Not even Rubinstein can make the 
Debussy sound interesting, but he does 
make the bees sound glad to be wedded. 
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More poetry informs the other side; a 
reticent style, suiting the Liszt better than 
the Rachmaninov. But really it is all, of 
course, played well ; the disc suffers only 
from a moderately tinny piano tone and 
a medium grade surface. M.M. 


CHORAL AND SONG 


BEETHOVEN. An die ferne Geliebte. 
Der Wachtelschlag; Adelaide; In 
questa tomba ; Lied aus der Ferne ; 
Wonne der Wehmut; Ich liebe 
dich; Mailied; Der Kuss. Alfred 
Poell (bass), Victor Graef (piano). 
Nixa WLP5124 (12 in., 36s. 54d.). 


An die ferne Geliebte : 
Fischer-Dieskau (10/53) (H)ALP1066 


This might have been a valuable addition 
to the LP repertory: a collection of 
Beethoven’s better-known songs, which are 
often underrated. Yet unfortunately the 
disc must be deemed a failure. 


The bulk of side 1 is taken up with the 
song cycle (made continuous by means of 
short linking passages on the piano) An die 
Serne Geliebte. Alfred Poell (variously 
described as baritone and bass) sings the 
songs carefully, but the result brings to 
mind irresistibly the picture of a Pizarro 
who has decided to address his Distant 
Beloved. The rhythmic emphasis is heavy, 
the dynamic is monotonous, there is no 
moment of magic, and the tone is never 
attractive in its own right (except perhaps 
at one point—the word “ vergliithet”’ in 
No. 6). No.5 (“ May returns, the meadows 
are blooming ’’) is heavy and loud; and 
the tonelessness of the high notes in No. 4 
(“ Diese Wolken”, ‘‘ Diese Weste’’) is 
particularly upsetting. 


There is no need to turn to the Dietrich 
Fischer-Dieskau recording to see what is 
wrong with this one ; but when we do so, 
what a contrast! What range of beautiful 
tone, what sensitiveness to phrase and 
word ! And also, how superlatively Gerald 
Moore plays (particularly the darting 
vivacity of the birds in No. 4). Victor 
Graef, on the other hand, pings out 
insensitively the tune of the piano episode 
between the last two songs. 


The same lack of intimacy spoils the 
other songs. Der Wachtelschlag is perhaps 
a slightly silly song which we need not care 
about ; but Adelaide is a wonderful lyric 
outpouring that needs to be sung by a 
singer with a beautiful voice and lyric style. 
There is a fine Bjérling performance 
available to special order on H.M.V. 
DA1705 ; Poell’s downdragging tone 
effectively prevents the song from soaring. 
In questa tomba oscura is better, but less good 
than Souzay’s (Decca K2290, or in the 
recital LXT2568—with orchestral accom- 
paniment). Lied aus der Ferne has lost its 
bounce and lightness (‘‘ voll Spiel und voll 
Tanz”, go the words), and Mailied is also 
perhaps rather slow. Der Kuss is a comic 
example of Beethoven’s hammering home 
a tiny little joke with massive, shoulder- 
blade-splitting blows. A very beautiful 
performance of Wonne der Wehmut may be 
found in Elisabeth Schwarzkopf’s recent 
LP recital. A.P. 
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BRAHMS. Vier ernste Gesinge, Op. 
121; Wie bist du, meine Kéni 
Op. 32, No. 9; Ach, wende diesen 
Blick, Op. 57, No. 4; Die Schnur, 
die Perl an Perle, Op. 57, No. 73 
Wir wandelten, Op. 96, No. 2; Wie 
melodien zieht es, Op. 105, No. 1 ; 
Komm bald, Op. 97, No. 5 ; Minne- 
lied, Op. 71, No. 5. Bruce Boyce 
(baritone), Jacqueline Bonneau 
(piano). London _ L’Oiseau-Lyre 
OL50044 (12 in., 36s. 54d.). 

Vier ernste Gesdnge : 


K. Ferrier (2/51) LXT2556 or LW5uy4 
N. Rankin CTL707¥ 


Bruce Boyce is a truly musical singer and 
his phrasing throughout this recital is of 
the highest excellence, but it is not matched, 
only too often, by perfectly steady drawing 
of the vocal line, a matter in which he has 
shown himself to vary before. This tendency 
to unsteadiness shows most in the first of the 
Four Serious Songs, when voice and piano are 
in octaves, and in the despairing melisma 
of O Tod wie bitter bist du, immediately 
before the exquisite conclusion. For rock- 
like steadiness of tone and clearer enuncia- 
tion one must go to Kathleen Ferrier’s 
noble performance, now issued (and 
improved in reproduction) on a medium 
play disc. 

In the middle section of the first of the 
Serious Songs Jacqueline Bonneau makes the 
piano figure representing dust returning to 
dust into something approaching a sand- 
storm: and she is consistently too loud in 
Wie bist du, meine Kénigin and at times in Wie 
Melodien. In the latter song thoughts should 
not take flight so noisily. And why do both 
artists:treat the line about the cooing doves 
in Die Mainacht so strenuously, quite apart 
from the fact that the poet’s knowledge of 
ornithology (like Madam Butterfly’s) is a 
bit vague ? 

On the whole, however, the balance is 
good and I particularly enjoyed Mr. 
Boyce’s singing of the two rarely heard 
songs from Op. 57, with words by Daumer, 
as also Komm bald and Minnelied. A.R. 


DEBUSSY. La Damoiselle élue. Noél 
des enfants qui n’ont plus de 
maison. L’enfant prodigue. 
Madeline Gorge (soprano), Jac- 
queline Joly (mezzo-soprano), Henri 
Legay (tenor), Bernard Cottret 
(bass), Orchestre du Théatre des 
Champs-Elysées conducted by D. E. 
Inghelbrecht. London Ducretet- 
Thomson DTL93009 (12 in., 36s. 54d.). 

It is not difficult to understand why 

Gounod whispered to Debussy, then twenty- 

two years old, ‘‘ You have genius ”’, after 

hearing a performance of the “lyric 
scene ”’ that won the boy the Prix de Rome. 

As Edward Lockspeiser says, in his Master 

Musicians book on the composer, ‘* Debussy 

went straight to the heart of the story and 

gave the work remarkable dramatic unity ”’. 


The pseudo-orientalisms in the ballet 
music have faded, but not the lyrical beauty 
of the little piece, which, if it owes much to 
Massenet, has also an individuality of its 
own. This appears most clearly not only in 
the well known Air de Lia, but in the solo 
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for the prodigal son which follows it. This 
moving soliloquy is most beautifully sung 
by Henri Legay. He has really thought 
himself into the skin of the part and sounds 
exactly what he is meant to be, an exhausted 
and disillusioned ,young man. I shall watch 
out for this tenor’s name with great interest. 
He is a true artist. 

Madeline Gorge has one of those thin 
and shrill French voices that it is hard to 
like—the recording is perhaps not kind to 
her—but she sings her aria with plenty of 
fervour and Bernard Cottret does all that 
is necessary with the small part of the father. 

Ingelbrecht was closely associated with 
Debussy, and though the recording is rather 
dim there is no doubt about the excellence 
of the orchestral playing. 

I last heard this little work when Beecham 
put it on as a curtain raiser in his first 
Covent Garden season in 1910, and was 
glad to encounter it again. 

The Decca recording of La Demoiselle 
Elue is better defined than this one and 
Janine Micheau is a much more satisfactory 
Blessed Damosel than Madeline Gorge. 
The part calls for the sensuous tone that 
she cannot command, and the orchestra 
tends to drown her at the climax of her 
long solo. The unnamed chorus do well. 
The short carol of the children of France, 
bereaved in the 1914-18 war, depends 
almost entirely for its poignant effect on the 
words, to which the music adds little. The 
sleeve note calls it ‘‘ a small but effective 
Christmas cracker for the ravages of French 
homes and the French towns and villages ”” 
It is effectively performed. A.R. 


HAYDN. Salve Regina No. 3 in G 
minor. April Cantelo (soprano), 
Marjorie Thomas (contralto), David 
Galliver (tenor), Thomas Hemsley 
(baritone), Chorus and London 
Mozart Players conducted by Harry 
Blech. 

MOZART. Mass No. 14 in Cc major, 
K.317, “ Krénungsmesse”’. April 
Cantelo (soprano), Marjorie 
Thomas (contralto), David Galliver 
(tenor), John Cameron (baritone), 
Chorus and London Mozart 
Players conducted by Harry Blech. 
H.M.V. CLP1031 (12 in., 32s. 44d.). 

Mozart’s Mass got its sub-title not 

because it was composed for the Coronation 
of a secular sovereign but, as the story goes, 
because, in fulfilment of a vow, it was 
composed, in 1779, for the miraculous 
image of Our Lady of the Plain, near 
Salzburg, at whose shrine a service was held 
on the fifth Sunday after Pentecost each 
year to commemorate the crowning of the 
image in 1751. Harry Blech and his forces 
give an excellent performance of this 
spirited and engaging work, and one that 
suggests Mr. Blech felt the ghostly eye of 
the Archbishoy of Salzburg—who liked 
sung masses to be short and sharp—upon 
him. His tempi and approach are extremely 
brisk. The orchestra and chorus are very 
well balanced but, as so often, the bass line 
is weak, and this robs the fine “‘descendit”’ 
phrases in the Credo of their due effect. 

The soloists are a good team—though 
Miss Thomas and Mr. Galliver might have 
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been a little more robust in tone—and Miss 
Cantelo sings the charming solo in Agnus 
Dei (which makes everyone think of 
* Dove sono”’) very sweetly. The soloists, 
one and all, sing a hard “ g” in Virgine in 


the Credo, but otherwise observe the 
proprieties. 
Haydn’s Salve Regina, one of three 


settings, begins with a lovely instrumental 
introduction, in which an oboe solo is 
prominent, at the end of which the voices 
enter with the opening words of the Marian 
antiphon with magical effect. There is some 
moving word painting at the words 
*‘ gementes et flentes” (‘‘ mourning and 
weeping ”’), and altogether this movement 
is a fine one. The two other movements are 
on a much lower level: and apart from 
some lovely harmonies at ‘‘ad nos converte”’ 
Haydn seems to lose interest and declines 
into pleasant note spinning. The lovely 
words at the end, ‘‘O clemens, O pia, O 
Jesu dulcis Maria”, are repeated ad 
nauseam: and one thinks, perforce, of the 
beautiful economy of the plainsong setting 
of the antiphon. The performance is good, 
the recording excellent. A.R 


HINDEMITH. Apparebit repentina 
dies. Choir of the Vienna Singa- 
kademie, Members of the Vienna 
Symphony Orchestra conducted by 
Paul Hindemith. Telefunken LGM 
65027 (10 in., 27s. 34d.). 

This impressive piece, which is omitted 
from the Hindemith catalogue given in the 
new Grove, was composed for the Sympos- 
ium on Music Criticism held at Harvard 
University in May, 1947. The words, an 
anonymous Latin poem written, according 
to the sleeve note, between A.D. 300 and 
700, consist of twenty-four unrhymed 
stanzas of four lines, and each stanza starts 
with a different letter of the alphabet, thus 
forming a kind of admonitory A.B.C. P is 
for Peccatores, S is for Satan, and Z is for 
the Zona clara castitatis, the bright girdle of 
chastity. The content is similar to that of 
the Dies Irae. 

Hindemith has divided his work into four 
sections, the first dealing with the portents 
of the Day of Wrath, the second with the 
Last Judgment, the third with the contrast- 
ing fates of the wicked and the faithful, 
and the fourth with the moral to be drawn 
from contemplation of such a scene. The 
recording is clear, but not really vivid 
enough to do justice to the piece. A.P. 





Popular LP Catalogue 

The January edition of THz GRAMOPHONE 
LP CaTALoGuE is now on sale, listing all 
popular 334 and 45 r.p.m. discs from June, 1950, 
to the date of issue, together with details of 
those recorded tapes at present available. 

It has been decided that the edition due for 
publication in April, 1955, will become a 
“Master Copy” representing the complete 
33% and 45 r.p.m. issues in this country for a 
period of nearly five years. The edition due for 
publication in July, 1955, will only list those 
records issued since the April edition and it will 
therefore be essential to retain your copy of the 
April edition. Thereafter the catalogue will be 
added to each quarter as before. The price of 
the catalogue is 2s. 6d. or 2s. gd. post free from 
the publishers, 49 Ebrington Road, Kenton, 
Middlesex. 
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MENDELSSOHN. __ Elijah, Op. 70. 
Jacqueline Delman (soprano), 
Norma Procter (contralto), George 
Maran (tenor), Bruce Boyce (bari- 
tone), Master Michael Cunningham 
(treble), Ralph Downes (organ), 
London Philharmonic Orchestra 
and London Philharmonic Choir 
(Chorus Master: Frederic Jackson) 
and Hampstead Parish Church 
Boys’ Choir (Choir Master: Martin- 
dale Sidwell) conducted by Josef 
Krips. Decca LXT5000-2 (three 
12 in., 10gs. 44d.). 

An interesting graph might be charted of 
the popularity of this famous work. Even 
to-day, when the composer’s stock is some- 
what below par, it is probably the second 
most loved, if not necessarily the second 
most esteemed, oratorio. The four square 
setting of the scriptural text, however, has 
not yet a distinctive period appeal and 
there is some uncertainty as to how far 
such a work should be dramatised. Musically 
dramatised, that is to say. I do not speak 
of the fancy dress kind of presentation which 
was largely an artistic mistake, besides 
confusing the issue between opera and 
oratorio; and tending to make people 
identify physical stature, for instance, with 
suitability to interpret the role, whereas a 
fine Elijah might well be a short baritone. 
The solo contributions are, however, very 
important: it is the solos which carry the 
emotional appeal of the oratorio, though I 
am far from suggesting that the choral 
contribution is dull. On the contrary, it has 
a grandeur and spaciousness which indeed 
is safely comparable to Messiah. Before 
going further, then, I would say this finely 
engineered recording is likely to please old 
admirers of the work and may well make 
new friends for it. It is, in my view, the 
first time that the actual recording has 
really coped with the large masses of sound 
and the variations of level which are 
involved. It is in this, notably more 
successful than, say, the recent Verdi 
Requiem. 

And yet when we come to compare the 
performance not merely with those of 
memory (which may play false), but with 
the Huddersfield Choir’s performance under 
Sargent (Columbia), I fear doubts arise. 
For one thing in the older recording there 
was a strong team of soloists, Baillie, Ripley, 
Johnston and the imposing Harold Williams 
as the prophet. There was real fervour. 
Here, I note excellent efficiency with Dr. 
Krips keeping everyone up to the mark and 
the music braced and telling. But some 
inner conviction seems lacking (a purely 
personal and subjective judgment I grant, 
put truly felt). The impression persists. 
The soprano is well schooled, but one can 
hardly say more—the boy soloist sent to 
make his weather report is far more of a 
character than the widow and is perfectly 
true. Norma Proctor’s splendid voice is of 
the oratorio type most loved in England, as 
dark and rich as a fruit jelly, but ten times 
steadier. Her contribution and especially 
“O Rest in the Lord” are models of the 
approved oratorio style, neither too showy, 
nor too personal. With Elijah himself 
finally rests success. Consulting the genera- 
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Ernani: Infelice! e tuo credevi 
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L’ACCADEMIA DI SANTA CECILIA, ROME 
conducted by ALBERTO EREDE 
LW 5148 
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WARLOCK ee Hungarian rhapsody No.2 Il Barbiere di Siviglia: 
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Serenade for Frederick Delius and 
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THE ORCHESTRA OF L’OPERA-COMIQUE, PARIS 
THE BOYD NEEL STRING ORCHESTRA 


conducted by BOYD NEEL 


ROSSINI 


La Cenerentola: Nacqui all’affanno 


both conducted by ALBERT WOLFF 
LW 5149 and Non pit mesta 
GIULIETTA SIMIONATO (Mezzo-Sopr. 
with THE ORCHESTRA OF 
L’ACCADEMIA DI SANTA CECILIA, ROME 

conducted by FRANCO GHIONE 
LW 5139 







HANDEL 


Overtures: Alcina; Berenice 










CHOPIN 


Ballades: 









THE BOYD NEEL ORCHESTRA 
conducted by BOYD NEEL 





No.1 in G minor, Opus 23 and 
. No.2 in F major, Opus 38; 
Mv Ota] No.3 in A flat major, Opus 47 and 
No. 4 in F minor, Opus 52 
FRIEDRICH GULDA 
LW 5156 


AUBER 
Overtures: 


Masaniello (La muette de Portici) and 


The bronze horse; 


Fra Diavolo and \he crown diamonds 


L’ORCHESTRE DU CONSERVATOIRE DE PARIS 


conducted by ALBERT WOLFF 


LXT 5005 


HOMAGE 
TO FRITZ KREISLER 


PUGNANI arr. KREISLER: Praeludium and Allegro ; 
KREISLER : Liebesleid ; Liebesfreud ; 
Polichinelle— Serenade: Schén Rosmarin ; 
Caprice Viennois, Opus 2; Tambourin Chinois, Opus 3 ; 
PADEREWSKI arr. KREISLER: Minuet in G; 
WIENIAWSKI arr. KREISLER : Caprice in E Flat; 
Caprice in A minor; 

KREISLER: Rondino on a theme of Beethoven ; 
CARTIER arr. KREISLER : La chasse ; 
KREISLER: La gitana; GRANADOS arr. KREISLER : 
Danse espagnole ; TARTINI arr. KREISLER : 
Variations on a theme by Corelli 
CAMPOLI with 
ERIC GRITTON (Piano) 


LXT 5012 


LONG PLAYIN rr 


SCHUBER 
Symphony No. 5 in} 


Symphony No.8 inB 
“The Unfinish 


THE VIENNA PHILHARMON 
conducted by kar 


LXT 2998 


La Péri—Poéme dansé ; 


RACHMANINOV 
The Isle of the Dead— 
Symphonic poem, Opus 29 


L’ORCHESTRE DU CONSERVATOIRE DE PARIS 
conducted by ERNEST ANSERMET 


LXT 5003 
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conducted by ERNEST ANSERMET 
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erto in B minor 


\ and Orchestra, Opus 104 : 
As well as the records listed here, 


ERRE FOURNIER new Decca issues include La Traviata, 
TH ‘NA PHILHARMONIC ORCHESTRA Rigoletto, Otello, Manon Lescaut and 
by RAFAEL KUBELIK ye Elijah, together with a number of 
LXT 2000 light records and a recording of the 
Grieg Piano Concerto by wINIFRED ATWELL 
with the L.P.O. under Stanford 
Robinson (LF 1206). Full details are 


available in the Decca-group monthly 


supplement. 


Come recent issued of 


LONDON evrriows DE 
L’OISEAU-LYRE 


LONG PLAYING RECORDS 





MOZART 

Three divertimenti for String Orchestra 
(“Three Salzburg symphonies’’) : 
Divertimento in D major, K.136 and 
Divertimento in B flat major, K.137; 

K.137 concluded and 

Divertimento in F major, K.138 

THE PRO ARTE CHAMBER ORCHESTRA (Munich) 
conducted by KurT REDEL OL 50072 


DUFAY Missa Caput 

THE AMBROSIAN SINGERS 

conducted by DENIS STEVENS 
Trombone: JAMES WHELAN OL 50069 


THOMAS ARNE Comus 

Masque by JOHN MILTON ad. JOHN DALTON 
MARGARET RITCHIE, ELSIE MORISON, 

WILLIAM HERBERT 

THE ST. ANTHONY SINGERS ; 

ENSEMBLE ORCHESTRAL DE L’OISEAU-LYRE 

Harpsichord: RUGGERO GERLIN 

conducted by ANTHONY LEwis OL 50070 


SCHOENBERG 


Fifteen poems from ‘‘Das Buch der 

Hangenden Garten’”’ by Stefan George, Opus 15 
LINA DAUBY (Soprano) 

with PAUL COLLAER (Piano) DL 53006 


WEBER 

Sonata No.1 in C major, Opus 24; 
Sonata No.2 in A flat major, Opus 39 
ANNIE D’ARCO (Piano) OL 50068 





MASTERS OF 
EARLY ENGLISH KEYBOARD MUSIC—I 


Estampie “‘Retroue” (Anon.); Felix namque— 
Oxford Offertory (Anon.); Upon la mi re 
(Anon.); Ut re mi (Robert White); Eterne 
rerum conditor (William Blitheman); Natus 

est nobis (Tallis); Fancy in A minor (Gibbons) 
THURSTON DART (Organ) 

Pavyon (Newman); Galiardo in D minor (Bull); 
Courant “The Princes”’ (Bull); Pavin and 
Galiardo ‘‘The Lord of Salisbury”’ (Gibbons) 
THURSTON DART (Harpsichord) 

La Bounette (Anon.); La doune cella (Anon.); 
La shy myze (Anon.); An allemande fitt for 

the Manicorde (Anon.); Sarabanda (Croft) 
THURSTON DART (Clavichord) 

Alman (Robert Johnson); Alman (Edmund 
Hooper); His humor (Farnaby); The Prince of 
Denmark’s March (Clarke); Two corants 
(Blow); Fugue in G minor (Thomas Roseingrave) ; 
Allegro in F major (Thos. Arne) 

THURSTON DART (Harpsichord) OL 50075 


SONATAS OF 
THE XVIIth AND XVIIIth CENTURIES 
JOHANN KUHNAU: Sonata quarta in C minor; 


BERNARDO PASQUINI: Suonata di primo tuono; 
DOMENICO SCARLATTI: Sonata in F major; 


DOMENICO PARADISI: Sonata No. 10 in D major; 


C. P. E. BACH: Sonata in C minor; 
JOSEPH HAYDN: Sonata No. 34 in E minor 


DOREL HANDMAN (Piano) OL 50078 
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tion of one’s grandparents one finds a 
unanimous verdict that when a Santley 
arose crying “It is enough” or “Is not 
his word like a fire?” his hearers were 
spiritually on their knees and for them he was 
the prophet. I doubt if that is the effect 
likely to be made by Bruce Boyce’s sincere 
and artistic assumption of the part. One is 
aware of “a presence” certainly; and 
of a fine musician too. But the range is a 
little limited and there is just that occasional 
vocal insecurity and consequent diffidence 
which seems to me to prevent such afore- 
mentioned mental act of association. This 
may be simply that I am unconsciously 
expecting a higher degree of dramatisation 
than the singer thinks fit: and is perhaps 
simply a matter of taste. The two choirs 
concerned (the boys as angels) acquit them- 
selves with honour and are on their toes all 
the time, not merely during the stirring 
events on Mount Carmel. 

In short, a justly famous oratorio finely 
though not superlatively done. P.H.-W. 


SCHUMANN. Dichterliebe, Op. 48. 
Walther Ludwig (tenor), Michael 
Raucheisen (piano). D.G.G. 
DGi6029 (10 in., 27s. 34d.). 

L. Lehmann, B. Walter (12/53) 38C1020 


G. Souzay, J. Bonneau (3/54) LXT2875 
A. Dermota, H. Dermota LGX66023 


The re-recording of the Souzay-Bonneau 
Dichterliebe eliminated the faults on their 
previous disc and presented a much better 
performance than before, but one in no way 
remarkable. The Lehmann-Walter disc 
was something very special, a collaboration 
between two great artists that produced a 
result so treasurable that one could ignore 
the poor balance and indifferent piano tone. 

We now have a recording with piano tone 
of admirable quality, an excellent balance, 
and a silent surface, and one which is also 
the first LP disc of the work sung by a tenor. 

Walther Ludwig gives a beautifully sung 
and sensitively felt performance in which 
only a small detail here and there calls for 
criticism. In the second song (“ Aus 
meinen Tranen spriessen’’ ) he makes a 
crescendo in the penultimate line out of 
proportion to the prevailing quiet tone of 
the song, the fifth song (“Ich will meine 
Seele tauchen ’’) is not done lightly enough, 
and in the second verse of the fifteenth 
song (“Aus alten Marchen winkt es ’’) 
Mr. Ludwig transposes two notes—which 
certainly lie awkwardly in the voice—an 
octave higher: but this I mention only as 
a matter of duty ! 

The singer’s crisp enunciation in the 
quick songs is a joy to hear and in one of 
these (‘‘ Das ist ein Fléten und Geigen”’, 
No. 9) he makes an effective change of 
colour which conveys exactly the anguish 
of the lover at the marriage of his beloved to 
someone else. 

** Hér’ ich das Liedchen klingen ” (No. 
10) and ‘‘Am leuchtenden Sommer- 
morgen”? (No. 12), perhaps the’ most 
exquisite songs in the cycle, are sung with 
great lyrical beauty. 

Michael Raucheisen, accompanying 
admirably everywhere else, is unaccount- 
ably heavy and insensitive in the lovely 
postlude—this is a great disappointment. 
There is one other’ matter that someone 
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should have noticed. The disc has no 
bands, but the average pause between the 
songs is about seven seconds and, absurd 
though it may seem, that is two seconds too 
long except in one or two cases, as for 
example after “ Ich grolle nicht ”’. 

In the concert hall people shift about, or 
rustle their programmes, or even—as I 
heard in the Royal Festival Hall—clap: 
but in the quiet of one’s room seven seconds 
is a long period of absolute silence and one 
begins to feel that the artists must swoon 
between each song before beginning again ! 

The sleeve has the German text printed 
inside it, but no English translation. A.R. 





FERENC FRICSAY 


Ferenc Fricsay achieved unusually quick 
success after the war and is now regarded 
as one of the conductors in Germany of 
world stature. Fricsay, who was born in 
Hungary in 1914, was educated at the 
Budapest Music Academy, where Barték 
and Kodaly were among his teachers. 
After ten years as a conductor in Szeged, 
he was appointed to the Budapest State 
Opera in 1945. He also became well known 
as a guest conductor in Vienna, but his 
opportunity came in 1947 at the Salzburg 
Festival, when Otto Klemperer was sud- 
denly taken ill and had to relinquish the 
conducting of the first performance of 
Gottfried von Einem’s opera Danton’s 
Death. Fricsay took his place at the last 





minute. The brilliant success which he 
achieved on this occasion brought him 
world-wide fame and led to invitations to 
conduct the first performances of new 
operas at Salzburg in later years. In the 
winter of 1949 he appeared for the first 
time in Berlin and achieved a remarkable 
success with his vital and masterly style of 
conducting. Until 1952, Ferenc Fricsay 
was the principal conductor of the City 
Opera in Berlin and also the R.I.A.S. 
Symphony Orchestra. He is now devoting 
himself, apart from his work for radio, to 
extended tours covering all the main music 
centres of Europe, and has recently made 
his début in the United States. 
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TURINA. La Procesién del Rocio. 
Canto a Sevilla. Danzas Fantas- 
ticas. La Oracién del Torero. 
Lola Rodriguez de Aragon (soprano), 
Madrid Symphony Orchestra con- 
ducted by Pedro de Freitas Branco. 
London Ducretet-Thomson DTLg3015 
(12 in., 36s. 53d.). 

It should be made clear that this record 
does not contain the complete Canto a Sevilla 
but only its four vocal movements. They 
are sometimes so given, but I do think that 
the continual singing without ever an inter- 
lude gets monotonous. Those who want 
the whole are referred to H.M.V. ALP1185, 
enthusiastically reviewed by L.S. in Nov- 
ember of last year. That has Victoria de los 
Angeles for its singer, and since she is at 
her magical best, and since the present 
singer, for all her qualities, cannot any- 
where near match so utterly ravishing a 
performance, this settles the choice without 
doubt. As to recording, the present disc 
has its qualities, too, but does not match 
the grateful warmth of the complete version. 


It must be said, however, that had I not 
heard de los Angeles I should have thought 
this present version very good. That is what 
a really great artist can do to one’s standards! 
The other orchestral pieces are both well 
played and well recorded, and the Danzas 
Fantasticas compare well with Argenta’s 
record of them (which A.P. praised highly 
—June, 1954). The whole is therefore a 
good composite Turina record which 
because of its variety (if Turina can be said 
to have variety !) will please many. 

TE 


VILLA-LOBOS. Cantilene and Danza 
from “ Bachianas Brasileiras, No. 5 ”. 
Phyllis Curtin (soprano), Members 
of the New Orchestral Society of 
Boston conducted by Willis Page. 
Nixa 45EP652 (7 in., 11s. 114d.). 

Attractive music, personal and original 
without being repellent. One side is an 
extensive vocalise with wailing support in 
unison from strings and some juddering 
background sounds vaguely suggestive of 

the Portuguese guitar accompaniment to a 

Jfado. The other is more animated and has 

words as well as many a cock-a-doodle-doo 

sound and a final shriek like an engine 
entering a tunnel. Competent singer, 

passable recording. P. H.-W. 


ANNA RUSSELL SINGS? Advice on 
Song Selections for Concert 
Singers. Anna Russell (comedienne), 
Harry Dworkin (piano). Philips 
BBL7008 (12 in., 32s. 44d.). 

No part of criticism is so precarious as 
expatiating on what is or is not funny. We 
all roughly agree on what is noble or 
elegant. But a clown, especially female, can 
divide us like a sword. Anna Russell seems 
to make most people laugh: the question is, 
how much ? When I saw her in London 
recently, my neighbours were in con- 
vulsions, nearly delirious. I myself was 
delighted by the lady’s caustic tongue and 
her cheery bludgeoning of so many terrible 
vocal traits, but was seldom paralysed with 
the kind of laughter you cannot control— 
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as I am by, say, Bud Flanagan. I laughed 
a lot, however, and if my saying that 
sounds like “‘ damning with praise” I can 
only add that one must speak as one finds, 
or everything goes wrong. 


This record gives a liberal helping of 
Miss Russell’s pieces, being a recital 
recorded in New York. There is the German 
lied, the phoney Fauré with comic plume de 
ma tante words, the ghastly folk song, the 
daundering ‘‘ modern ”’ song in every key at 
once, the Wagnerian yelling bout, all hand- 
ed out amid shrieks of laughter. First time 
through it seems wonderful. Second time, 
you begin to take sides against the audience, 
who laugh too long and too readily, like a 
B.B.C. studio audience. One begins to wish 
Miss Russell were alone addressing us 
personally. Some of the jokes are visual 
and mean nothing on a record. Then may 
come a stage where you will feel the 
parodies are not really subtle enough to 
stand repetition: less subtle than those by 
Rose Hill or Margaret Ritchie. I would 
call it a genuinely funny record ; it will 
have passionate admirers. P.H.-W. 


SONGS FROM NAPOLI, Vol. 1. Mare- 
chiare; LIPultimi rrose; Guapp- 
aria ; Mandulinata a Napule ; Torna 
pulicenella; Desiderio ’e sole; ’a 
bumbuniera mia; Fravula fra’. 
Roberto Murolo, with guitar accom- 
paniment. Durium DLUg6001 (10 in., 
20s. 4d.). 

SONGS FROM NAPOLI, Vol. 2. Chi 
s’annammora’e te; Tre cose; 
Napule senza’e te; Luna caprese ; 
Aggio perduto o suonno; Io te 
vurria vasa’; Lacreme Napulitane 
*ozampugnaro ’nnammurato. 
Roberto Murolo, with guitar accom- 
paniment. Durium DLUo96002 (10 in., 
20s. 4d.). 

It used to be difficult, in Naples (when 
one asked to hear Neapolitan songs), to 
avoid Santa Lucia, or the latest American hit 
done into Italian. 


When I was living in the country an 
Italian friend took some of us, one evening, 
to a somewhat dubious looking restaurant 
on the Vomero, overlooking the bay, and 
there, after an excellent meal, a singer 
appeared and sang to us, to the accompani- 
ment of a guitar, a number of the songs that 
Roberto Murolo has so charmingly recorded 
on these two discs. We were in a private 
room, but other people supping in the 
restaurant began to crowd round the door, 
were invited in, and soon the whole 
assemblage was in full song. 

One or two of the songs above, Tosti’s 
Marechiare and Murolo’s Mandulata a Napule 
are well known and have been recorded by 
such artists as Schipa and Gigli. Mr. 
Murolo has not a voice in that sense, but 
what he has is ample for his purpose: 
sensuous and beguiling and allied to perfect 
enunciation. 

I wish the sleeve had given short para- 
phrases of the texts of the songs. Not many 
of us understand the Neapolitan dialect: 
and though we may delightedly recognise 
** amore ”—and there’s a lot of it in these 
songs—and perhaps a few other words, the 
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humour of such songs as Fravula fra’, 
which seems to be directed towards America 
and contains a prohibition against eating 
broccoli, is largely lost on one. Nevertheless 
anyone who knows Naples, or can imagin- 
atively picture that most bewitching and 
extraordinary city, will be content just to 
sit back and be enchanted by Roberto 
Murolo. 


The songs in the first volume (DLUg6001) 
will be found, I think, the most immediately 
appealing. The record surfaces are remark- 
ably silent, the recording impeccable. This 
is the real thing. A.R. 


WELSH FOLK MUSIC. Dafydd y 
Garreg Wen; Gwew Fach; A 
Welsh Carol; Hela’r Sgyfarnog ; 
Fenyw Fwyn. David Ffrangcon 
Thomas (’cello), Osian Ellis (harp). 
Four Nursery Songs: Deryn y 
Bwn; Dacw Dadi; Pedoli; Hen 
Fenyw Fach. Two Folk Songs: 
Oxen Song; Lisa Lan. Penillion: 
Y Sipsi; Cwningod; A Sunset 
Poem; Imadawind Arthur. Osian 
Ellis (harp and voice). Elysé EC3133. 
(10 in., 27s. 34d.). 

Peter Crossley-Holland, an authority on 
Welsh music, wrote recently: ‘the days 
are past when an old man at Sarn and 
Pwllheli fairs made the people cry with his 
singing, and all the old singers are gone ”’, 
adding spine-chillingly: ‘‘ but traditional 
song is finding a new lease of life in college, 
school, and village hall’’. Now he could 
add “‘ and on the gramophone ”’, for Elysé’s 
initial venture is to put several unpro- 
nounceable samples onto record. And as it 
is an initial venture, it is worth reporting 
that the technical standards are of the 
highest, with a notably silent surface. 


Osian Ellis is a fine harpist; I’m sure 
the ancient bards never played half as well 
as this. The first side of the record presents 
traditional harp music, but not in harp solo 
form—the decorations and delights of 
Ellis’s playing the more readily accompany 
some other melodic instrument. Temptation 
has fortunately been resisted to find a solo 
crwth player ; instead, David Ffrangcon- 
Thomas plays an expressive ’cello. The 
result is to turn the folk-tunes into a most 
attractive modern suite for ’cello and harp ; 
but I’m sure the bards wouldn’t recognise it. 


The second side of the record is vocal: 
Ellis accompanies himself, admirably, dis- 
closing in the process a pleasing voice for 
the particular job in hand—he doesn’t 
sound like a Welsh tenor at all. The 
Nursery and Folk Songs are simple and 
agreeable ; then comes the most individual 
music—a group of Penillion: a sort of 
nineteenth-century bop in which the singer 
extemporises variations while the harpist 
ploughs on through verse after verse of the 
Ash Grove, or whatever number is doing 
duty. As the harpist is, here, the same 
individual as the singer, he obviously doesn’t 
mind ; and Ellis’s combined effort is some- 
thing of a feat. It is also interesting to listen 
to; in fact, a most interesting record 
altogether—an auspicious start indeed for 
a new company. 
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OPERATIC 


CZERNIK. Chi sa? Rita Streich 
(soprano), Orchestra of the Berlin 
Civic Opera conducted by Hans 
Lenzer. 

STRAUSS, JOH. Ja, die Musikanten 
from ‘“‘ Wiener Blut”, Act I. Rita 
Streich (soprano), Klaus-G. 
Neumann (tenor), Orchestra of the 
Berlin Civic Opera conducted by 
Hans Lenzer. Nixa 45EP751 (7 in., 
11s. 11}d.). 

Czernik’s song, about half-way between 
Il Bacio and La Danza is often interpolated 
into that rag bag Johann Strauss’s Wiener 
Blut and was so in the recent issue from 
which this record offers a selection. Frau 
Streich sings with aplomb and the resonant 
recording is quite in keeping with the 
Kursaal nature of the works. About the 
schmalzing and waltzing of the other excerpts 
opinions may be divided: I tried them on 
a young lady who was “keen on art” 
which meant singing madrigals and she 
turned green with disgust. These are 
samples of Teutonic coquetry in music 
which are not to all tastes: but if liked, 
then here likeably done. The duet with a 
half-speaking tenor is a saucy gallop: the 
act one solo is a vulgar cousin of Arabella’s 
monologue, done with half the glottal stops 
and all the sentimental ones pulled well out. 
The singer is a past mistress at rendering 
arch minxes ; the last word in sly bootses. 

P. H.-W. 


DONIZETTI. Cavatina and Final Duet ; 
Serenade and Nocturne from ‘Don 
Pasquale”, Acts I and III. Dora la 
Gatta (soprano), Agostino Lazzari 
(tenor), Afro Poli (baritone). Pro- 
fessori d’Orchestra and Artisti del 
Coro of La Scala conducted by La 
Rosa Parodi. Nixa 45EP735 (7 in., 
11s. 11}d.). 

The soprano shirks all the finer bel canto 
points in the cavatina but is merry and 
light in a musical comedy way. The 
rehearsal duet for some reason starts in the 
middle at “‘ Collo torto, cosi’’ but what 
remains is done with gusto, which does not 
in English mean “‘ taste ”’, only energy. On 
the other side the tenor Lazzari comes out 
of it well, singing with delicacy and a nice 
timbre; the soprano, joining him for 
*Tornami”, improves her style. Slack 
playing and indifferent recording. 

P. H.-W. 


GUERRERO. La Alsaciana. 


Margot Pilar Lorenger 
Flora Isabel Diaz 
Captain Manuel Ausensi 
Frandinet Carlos Munguia 
Fritz Manuel Tierra 


Madrid Singers, Grand Symphony 
Orchestra conducted by Ataulfo 
Argenta. London _ International 
Wo91037 (10 in., 27s. 34d.). 

A pleasant but not very impressive 
example of the zarzuela (date 1921). The 
tunes seem catchy at the time, but by my ear 
prove all too easily forgotten. The excellent 
recording standard and some of the artists 
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1955 MODELS 


THE GRAMOPHONE EXCHANGE 


presents 
The RD JUNIOR AMPLIFIER and CONTROL UNIT 


Here is an entirely new amplifier which, despite its modest 
price incorporates every refinement we look for in the most 
expensive models, plus one or two novel features. The Main 
Amplifier is beautifully compact—it measures only 11 in. by 
6 in. by 54 in. high—and employs the most modern miniature 
valves, including two EL84 tetrodes in push-pull delivering an 
undistorted output of 8-10 watts. Components and workman- 
ship are of superb quality and guaranteed by the manufacturers 
for TWO YEARS. Special impedance matching plugs are 
provided for 2-3 ohms, 6-8 ohms or 12-16 ohms, there is ample 
spare power for a radio tuner (270 V, 40 m/A and 6.3 V, 2A) 
and by inserting a small, screened plug the amplifier response 
can be corrected for the characteristics of the G.E.C. Metal 
Cone Speaker. 

The Control Unit, finished like the Main Amplifier in stove- 
enamelled dark maroon, is also remarkably compact—the 
panel measures 84 in. by 5} in. and the depth of the chassis, 
including knobs, is only 2} in.—yet provides controls of 
astonishing flexibility. The selector switch covers two radio 
input channels, one of which can be used for microphone, and 
four different compensation circuits for records. The pick-up 
input circuit also incorporates a pre-set volume control, 
facilitating the matching of any pick-up giving a minimum 
output of 30 m/V. Tape recording and playback sockets are 
provided on the front of the panel. The on/off switch is 
incorporated with the volume control, there is a stepped bass 
control giving six positions (cut, level and four boost), a 
continuously variable treble control (from 15 db. cut to 10 db. 
boost at 10 kc/s) and a low pass filter varying gradually from 
50 db./octave at 8.5 kc/s to 20 db./octave at 4.5 kc/s. 

A special feature is the “‘ styling’ of the Control Unit. The 
engraved control panel can be supplied in black, ivory, red or 
bronze, while the knobs may be either of the round or of the 
pointer type, also in a choice of colours. 

The RD Junior Amplifier and Control Unit costs only £25, 
and this, in our view, represents the best value ever offered in 
this type of equipment. Prospective customers are urged to 
place their orders in good time as we anticipate an uncommonly 
heavy demand for this splendid amplifier, supplies of which 
are now available. 


For use with the RD Junior Amplifier we recommend the 
following components : 
Collaro Transcription Unit 2010 * £18. 4s. 9d. 
Chapman FM Tuner Unit * £24 


RD Junior Corner Horn £18.17s. 6d. 
Wharfedale Super 8/AL Loudspeaker Unit * £5.19s. 11d. 
GEC. Octagonal Cabinet £17.10s. 
GEC. Metal Cone Loudspeaker * £8.10s. 


(* inclusive of tax) 





Write to us for details of the new RD Amplifier or, better still, 
call at Astra House, where all this equipment may be heard 
without the slightest obligation. 


THE GRAMOPHONE EXCHANGE 


Founded in 1906 for the purchase, sale and exchange of gramophone 
records of good music 


Astra House 


121-123 Shaftesbury Avenue 
Temple Bar 3007 


London WC2 
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eAnton Heiller 


conducting the VIENNA CHAMBER ORCHESTRA 
Symphony No. 26 in D minor (“‘ Lamentatione ”) — Haydn; 
Symphony No. 36 in E flat major — Haydn 
(By arrangement with the Haydn Society Inc., Boston, Mass.) 
PMA 1016 


Fabienne Jacquinot 


and the WESTMINSTER SYMPHONY ORCHESTRA 
conducted by ANATOLE FISTOULARI 
Symphony on a French Mountain Song — d’ Indy; 
Concerto No. 5 in F (“‘ Egyptian ”) — Saint-Saéns PMC 1015 


Gaston “Poulet 


conducting the LONDON SYMPHONY ORCHESTRA 
“ Pélleas et Mélisande ” — Suite — F, ‘aure; 
Alborada del Grazioso — Ravel; 
Une Barque sur l’Océan — Ravel; 
Pavane pour une Infante Défunte — Ravel PMC 1016 


Wilhelm. Schichter 


conducting the PHILHARMONIA ORCHESTRA 
Hary Janos — Suite— Kodaly; 
Ruralia hungarica — Suite—Dohnényi PMC 1017 


PARLOPHONE 


33} R.P.M. LONG PLAYING RECORDS 


THE PARLOPHONE COMPANY LIMITED 
RECORD DIVISION, 8-11 GREAT CASTLE STREET, LONDON, W.1 
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are what we are already accustomed to. 
The tale concerns Napoleonic soldiery 
flirting with village girls in Alsace. The 
eponymous heroine is one Margot, agreeably 
sung here. P.H.-W. 


GIORDANO. Andrea Chénier. 
Andrea Chénier Gino Sarri (ten.) 
Charles Gérard 


Antonio Manca Serra (bar.) 
Madeleine de Coigny 
Franca Sacchi (sop.) 
Bersi Loretta de Lelio (mezzo-sop.) 
Mme. la Comtesse de Coigny 
Anna Maria Marcangeli 
(mezzo-sop.) 
Roucher Carlo Platani (bass) 
Rome Opera House Chorus and 
Orchestra conducted by Alberto 
Paoletti. Nixa ULP9218 (three 12 in., 
109s. 44d.). 

As reported in last month’s editorial, 
Giordano’s French revolution opera was 
voted fifth on the list of works urgently 
desired by the Covent Garden public. I 
often wonder what the real reaction would 
be if it were put into the repertory. If ever 
an opera needed Italian voices... But it 
is, true enough, a whacking good opera, 
ante-dating Tosca by some four years but 
alive with exactly the same instinctive 
theatrical excitement, clear as a semaphore 
in its emotional signals, emphatic, exigent 
of ‘‘ voice and yet more voice ”’ and liable 
to sweep an audience off its feet—the 
difference being that Puccini’s melodic gift 
was superior. Giordano relies on fewer 
happy ideas; otherwise the melodic and 
erotic vein (though never ersatz as so often 
nowadays when composers are vainly trying 
to get back to the simple successes of this 
period) is apt to wear thin. At such times 
its place is taken by stirring declamation 
and rhetoric. Meanwhile even a few 
minutes of the first Act suffice to show how 
practised a hand is at work : wonderful, how 
the ruthless Gérard is presented in a few min- 
utes, how the perilous, light-hearted ancien 
régime world is evoked in a gavotte, and how 
the shy Chénier is brought up to his famous 
“ Improvwviso ”, which, too, “plants” him 
exactly for the audience. No looking back 
after that, though the best things then tend 
to come at the end: Gérard and Madeleine 
“ doing a Tosca ”’, he pouring out his heart, 
she “‘ cosi qui sola ’’, her mother a victim of 
the pitiless Terror. Then Chénier in prison 
(the aria is called “ As on a day in May ”, 
but it might, one feels, as easily have been 
called “And the stars were shining”). 
Finally a duet of ultimate, sumptuous 
vulgarity, with no holds barred, and an 
ecstatic defiance in the tumbril, “ Viva la 
ree ps morte ’’—and all the brass letting 
rip ! 

That duet, and “ La Mama morta ” and 
the Improvviso have often been made. One 
looks way back to Sheridan—Pertile, to 
Muzio, and of course to Gigli whose 
favourite role Chénier was. The present 
performance cannot hold a candle to the 
H.M.V. Caniglia-Gigli-Bechi version on 
78s (which certainly deserves reissue on LP 
as Victor have done in America), but as 
this is the only complete long-playing per- 
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formance available in this country we can 
give the new Nixa version a qualified 
welcome (the Americans are offered four 
LP versions). The recording seems to me 
a very patchy affair, downright ill engineered, 
for instance, in the Third Act scene between 
Gérard and Madeleine where the balance 
is all over the place. Yet the opening scene 
in the Countess’s drawing-room, if carefully 
controlled with a lot of top cut and the 
volume well down, comes out beautifully. 
So do not be put off if the records don’t at 
once respond to the mixture which gets the 
best results out of Decca or E.M.I. 

The performance is rightly a “ hot ” one 
and appears to be of the standard such as 
you might hear in quite a few of the better 
Italian houses. Manca Serra is excellently 
relentless as the revolutionary ; wild though 
his actual singing sometimes is, it is always 
dramatically exactly what is needed. Gino 
Sarri as Chénier is far less showy than Gigli 
and does not command that golden volume, 
but he sings the Improvviso with feeling, 
some imagination and a warm upper 
register quality: it’s a creditable and 
attractive assumption of a role which can 
be made more rewarding but is not at least 
thrown away here. Franca Sacchi may be 
remembered from Pomeroy’s Cambridge 
Theatre seasons, when she was a sturdy and 
exceedingly loud Tosca. She is all up and 
down here. In “ La Mama morta” you 
would think she was about to give out 
altogether. I think the conductor ought to 
dig into the hot sugar more here and scoop 
her along like a strong-wristed chef. Her 
tone is the accepted Italian soprano’s “‘ all- 
out” best, rich with only an occasional 
touch of the macaw. In the final duet she 
makes a terrific recovery and both singers 
let fly with the best they can muster which 
would be enough to keep some English 
opera companies in voice for a month. 
The recording hardly does full justice to 
what is evidently a good contribution from 
the seconds and from the Rome chorus and 
orchestra. 

All in all, this is no let-down for those 
who are likely to like this full-busted opera 
at all (ie., Tosca fans). But it might be 
better. P.H.-W. 


GANNE. Les Saltimbanques. 


Suzanne Janine Micheau 
Marion Geneviéve Moizan 
Grand Pingouin Michel Roux 
André Robert Massard 
Paillasse Raymond Amade 
Des Etiquettes Robert Destain 
Malicorne Marcel Carpentier 
L’Aubergiste Rivers Cadet 
Rigobert Claude Arlay 
Le Vicomte Vallé Valdy 


Orchestra and Chorus conducted 
by Pierre Dervaux. Production by 
Max de Rieux. London International 
TWo91044-5 (two 12 in., 72s. 11d.). 
For those who do not follow spoken 
French and even perhaps for those who do, 
there are some daunting features about this 
recording. Not only are there many scénes 
parlées, there is also a garrulous commentator 
telling you (should you happen to know 
French) what is happening. With the best 
will in the world, I think this errs in 
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generosity. It is odd of the French not to 
see how insular the effect must be in an 
international work. But perhaps Louis 
Ganne is not internationally known any 
more—though he be the heir of Auber and 
Lecoq. When the band plays Pére la 
victoire his name comes to mind, but I 
doubt if many English performances of Les 
Saltimbanques are to be traced. It figures, 
however, prominently in the French 
provinces: one finds it at Nantes or 
Lyons, rather as one finds The Lilac Domino 
at “Southstone”’, if not in professional 
performance, well then by amateurs. I 
can vouch for the fact that on the stage 
French vivacity often makes up for what on 
disc sounds rather dull. Janine Micheau 
does not sound to me much like Suzanne 
(“* qui n’a que 17 ans”): and though the 
cast is a competent, even a superior one, 
the total effect, even on a Francophile like 
myself, is faintly disspiriting. I think it 
would do better sans commentaires on a ten 
inch. 

The recording is very good ; the circus 
music is very jolly ; les clowns Alex and 
Rhum less so; Mme Moizan sings her 
slow waltz of consolation to poor Punchinello 
with an attractive warmth—it is the best 
number—and often pleasure is given. 


P.H.-W. 


HONEGGER. Jeanne D’Arc au Bacher. 
Jeanne d’Arc Vera Zorina 
Frére Dominique Raymond Gerome 


The Virgin Frances Yeend 
Marguerite Carolyn Long 
Catherine Martha Lipton 
A Voice 

Jean de Luxembourg 

Regnault de Chartres ; David Lloyd 
Porcus 

First Herald 

Guillaume de Flavy 

A Voice Kenneth Smith 
Second Herald 


Anne Carrere, Charles Mahieu, 
Jean Juillard (narrators), John H. 
Brown (boy soprano), Temple 
University Choirs directed by 
Elaine Brown, St. Peter’s Boys’ 
Choir directed by Harold Gilbert, 
Philadelphia Orchestra conducted 
by Eugene Ormandy. Philips 
ABL3033-4(two 12 in., 72s. 11d.). 
When Miss Ingrid Bergman left this 
country, at the end of the only fairly 
successful presentation of Honegger’s 
dramatic oratorio at the Stoll Theatre, she 
was reported as attributing the qualified 
success of the venture to the London music 
critics who she is.reported as saying “ she 
guessed just couldn’t take anything new ”’. 
But was it so? For myself, all I felt was 
that the fine score had been done less than 
justice. Anyhow in London we knew the 
work before we knew Miss Bergman: the 
B.B.C. productions with Constance Cum- 
mings had set a standard. 


Now here is a_ beautiful American 
performance (in French) on finely 
engineered records: one can hear just 
what fine music.is at the stake together 
with the French saint. I welcome it, but 
think it important to point out that about 
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two-thirds of it is not music, but French 
declamation, Claudel up in the clouds, and 
that this it not mere filling in or com- 
mentary but the heart of the work itself. 
So be warned. 


I hasten to add: it is very well spoken. 
Originally the idea was to prevent the no 
longer quite young Ida Rubenstein from 
dancing the role of Jeanne d’Arc. To have 
her declaim it chained to a post was a 
solution, tactful and artistic. Mme Ruben- 
stein could declaim tremendously, tugging 
Claudel’s verse along like a python whizzing 
over hot sand. Zorina here sounds less 
expert but also less actressy. Her perform- 
ance caught me off guard and moved me 
greatly. She doesn’t sound quite French 
(nor did the great Mme Ida). She first 
did the part in America in 1948, I am told, 
but we first saw her in London in 1933 
when she was known as “ Brigetta”’, a 
German born Norwegian dancer who 
figured as Anton Dolin’s partner in 
Ballerina. Then, as Zorina of the Monte 
Carlo ballet she got into her stride as 
commanding mime. Withc t having seen 
it I am wagering her Joan of Arc looks 
wonderful. The voice is lit by a fervent 
candour and is beautifully pitched. Other 
speakers vary; those from the Marigny 
Theatre and the Brother Dominic are 
superb. Occasional transatlantic tones 
intrude. The saint’s ‘“‘ Voices ” are 
entrusted to Met. stars who sing well, 
though somehow one feels the Misses 
Yeend and Lipton don’t understand Latin. 


The balance in the bell scene is not 
perfect. Elseéwhere the illusion of space 
and of time recalled in the Hour of Agony 
is well suggested. It depends if you like 
mélodrame in the true sense or whether it 
irritates you. Certainly one ought to know 
what one is in for: i.e. many stretches of 
high voltage Théatre Francais declamation 
with or without music. I was greatly 
impressed some of the time. P.H.- 


POULENC. Les Mamelles de Tirésias. 


Le Directeur Robert Jeantet 
Thérése Denise Duval 
La Cartomancienne Denise Duval 
Le Mari Jean Giraudeau 
Presto Julien Thirache 
Lacouf rin 
Le Gendarme Emile Rousseau 
Le Journaliste Serge Rallier 
Le Fils Jacques Hivert 
Le Monsieur barbu Gilbert Jullia 


La marchande de journaux 
Marguerite Legouhy 
Une grosse dame 
Marguerite Legouhy 
Orchestra and Chorus of the 
Théatre National de L’Opéra- 


Comique conducted by André 
Cluytens. Columbia 33CX1218 
(12 in., 36s. 54d.). 

As perhaps the title suggests, this 


frivolous piece is, in all senses, “‘ very 
French ”. Poulenc of Les Biches is here in 
happy vein and like Offenbach before him 
finds his fun in Greek mythology misapplied 
in modern life. The gentleman of the 
title, one seems to recall, was turned into 
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a woman to punish him for slaying a sacred 
snake. Later he was asked how it felt and 
said he preferred it: whereupon he was 
struck blind for impertinence ! 

This absurd little harlequinade concerns 
some such sex changes in the post-war Paris 
where so many of the women had become 
“men” for the duration that a husband 
might well feel that a proper vengeance 
would be for him to turn into a woman. 
Once things get started madame begins to 





MR. BERNARD C. WARNER 

It is our sad duty to record the 
sudden death, on December 15th, 1954, 
of Mr. Bernard C. Warner, Manager 
of the E.M.I. Record Factory at Hayes. 

A name probably unknown to the 
majority of record buyers and yet one 
to whom they owe much. Bernard 
Warner was associated with “ His 
Master’s Voice” from 1912 until his 
untimely death, working with others 
to establish and maintain a world 
famous trademark. His passing will be 
keenly felt by his innumerable friends 
in the industry and allied trades. 

Over forty years is a long period of 
service in any industry, and more so 
in one so young as this. When Bernard 
Warner joined “‘ H.M.V.” in 1912, as 
a clerk in the Record Factory, the 
original seven inch disc had just been 
withdrawn and production was 
focussed upon the ten and twelve inch 
discs. These came from the new 
Record Factory, for which Nellie 
Melba had laid the corner stone in 
1907, whilst in 1912 Feodor Chaliapin 
had opened the new “H.M.V.” 
Studios at Hayes. Abroad, men like 
the late Fred Gaisberg were making 
history with artists such as Caruso. In 
one capacity or another Bernard 
Warner figured throughout this fascin- 
ating story of progress and expansion 
and in 1935 became Manager of the 
Record Factory. Under his expert 
guidance the Record Factory produced 
tens of thousands of matrices, not only 
for home use, but also to satisfy the ever 
increasing demands of the E.M.I. 
factories overseas. He played a leading 
part in establishing many develop- 
ments, perhaps the greatest of which we 
see represented to-day by the 33} long- 
playing microgroove record. 











grow a beard and even the policeman, 
called in to keep order, is transmogrified ; 
while the symbols of the title undergo 
various mutations. On the august stage of 
the Opéra Comique it was wildly comic in 
a slightly impossible way. On record, it is 
hard to follow ; sounding high spirited, a 
little like the sound track of a René Calir 
film perhaps, but not, except occasionally, 
providing much sheer musical pleasure. 
But Poulenc’s facility and light handedness 
leave a very pleasing impression. 

The music, which is continuous, is 
rendered with aplomb. P.H.-W. 
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PUCCINI. Manon Lescaut. 
Manon Lescaut 
Renata Tebaldi (sop. ) 
The Chevalier des Grieux 
Mario del Monaco (ten.) 
Lescaut Mario Boriello (bar.} 
Geronte di Ravoir 
Fernando Corena (bass.) 
Edmondo Piero di Palma (ten.) 
The Innkeeper 
Antonio Sacchetti (bass) 
A Singer 
Luisa Ribacchi (mezzo-sop.) 
The Dancing Master 
Adelio Zagonara (ten.) 
A Lamplighter 
Angelo Mercuriali (ten.) 
Sergeant of the Royal Archers 
Antonio Sacchetti (bass) 
A Captain in the Navy 
Dario Caselli (bass) 
Chorus and Orchestra of the 
Accademia di Santa Cecilia, Rome, 
conducted by Francesco Molinari 
Pradelli. Decca LXT2995-7 (three 
12 in., 1ogs. 44d.). 

British audiences do not take to Manon. 
Tant pis! They feel that if an operatic 
heroine is no better than she ought to be 
(Mimi) or actually a wrong ’un (La 
Traviata), the least she can do is to expire 
in such a way as to cause general relief. 
But poor Manon causes the utmost incon- 
venience even by her death, whether on the 
road to Le Havre (Massenet) or in the 
desert (Puccini) of some noisy complaint 
with symptoms not unlike "flu. But I am 
devoted to her and also an addict of what 
Professor Dent has called the Puccinian 
marijuana, so I rejoice in this long overc ue 
complete remake, for the first two acts 
contain some of Puccini’s most heady and 
voluptuous music wonderfully counter- 
balanced (as in the mosaic patterns of La 
Bohéme) with little touches of elegance and 
atmospherics. What a master he is in 
** selling ’” you a tune first in little driblets 
and then simply stunning you with it when 
you are just sufficiently intoxicated ! 

The tenor’s “Donna non vidi mai” 
and the soprano’s “In quelle trine”’ and 
the intermezzo are constantly in the 
catalogues, but the great duet of passion 
in Act IT has been far too long absent. It is 
a superb example of the Puccinian duet of 
erotic character-clash: the gentleman 
hurling reproach, the lady pleading, the 
gent being won over, the triumphant 
unison, the infatuated tugging and skirling. 
The old versions by Sheridan and Pertile, 
Latuada and Valente, and Zamboni and 
Merli (in the complete Columbia of long 
ago) still offer a wonderful idea of how 
much “ binge” the duet gives off. This 
beefily sung new recording of it is of course 
gorgeous, but it is not superior as far as 
getting the most out of the duet goes. The 
standard of recording is up to Decca’s best 
(enough said), but artistry is not a direction 
in which we have made such strides. 

Acts III and IV are less good Puccini. 
Des Grieux’s quay side sobbings can be very 
exciting, but Manon’s long death never 
touches me as nearly all the other dying 
Puccini heroines have moved me. Yet 
the work as a whole yields great delight. 
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The performance is not handled in very 
masterful fashion, but it is full of rich sound 
and fine detail. The supporting roles of 
Lescaut (one of Boriello’s best parts) and 
Géronte are finely done ; good, too, is the 
young student at the start of the Amiens 
scene. The ensembles are clear and 
effective. First time through, one is carried 
away by the sheer richness of the principals’ 
singing, but they often sing too loud and 
sound too prominent and, judging them 
both by their best, I say that they have 
not imagined their roles this time with any 
real subtlety. I am not decrying this kind 
of “all-out ” Puccini singing: frankly, I 
love it. But one wants character as well. 
Tebaldi refines her style and thinks herself 
into the role of Butterfly or Traviata, but 
her Manon lacks chic, wayward appeal, 
wistfulness. She sings along like Tosca’s 
sister or Dalila’s niece, full and fruity and 
emotionally alive, to be sure, but not, 
somehow, quite Manon: her “In quelle 
trine”’, like her opening exchanges with 
Des Grieux, is “‘ matter of fact”? and too 
lusty. Del Monaco as his Otello proves is 
splendid in rage and reproach, so his yells 
of ‘* Taci!” (‘ Be silent ’’) in the love duet 
are thrilling. But he makes a mistake not 
to make “‘ Tra voi belle” more elegant ; 
Des Grieux is supposed to be teasing the 
ladies of Amiens. Del Monaco sounds as if 
he wished to stupify them! As a result, 
when he comes to the all-out ardours of 
* Donna non vidi mai’, we are already a 
little fatigued by so much forte. 

But for all the noise and lack of subtlety, 
the opera is sure of a welcome from all 
Puccinians of the true sort. P.H.-W. 


ROSSINI. L’Italiana in Algeri. 


Mustafa Mario Petri (bass) 
Elvira Graziella Sciutti (sop.) 
Zulma 


Mafaldi Masini (mezzo-sop.) 


Haly Enrico Campi (bass) 
Lindoro Cesare Valletti (ten.) 
Isabella 


Giulietta Simionato (mezzo-sop.) 
Taddeo Marcello Cortis (bar.) 
Orchestra and Chorus of La Scala 
Opera House, Milan, conducted by 
Carlo Maria Giulini. Chorus 
Master: Vittore Veneziani. 
Columbia 33CX1215-6 (two 12 in., 
72s. 11d.). 

The opera gets off to a flying start with a 
brilliant performance of the Overture, in 
which the precision of the chording, the 
clarity and phrasing of the woodwind, are 
particularly good. One feels at once that 
everything will be safe in the hands of Carlo 
Maria Giulini. It is obvious, too, that the 
recording is of fine quality. It remains so 
throughout. I have often wondered how 
Italian audiences in Rossini’s day listened 
to such long Overtures as this one, and 
whether they talked through them. 
Stendhal gives the answer in his life of the 
composer. ‘‘ The Overture begins: and 
so intense is the attention that you may 
hear the buzzing of a fly. On its conclusion 
there is a perfect uproar; it is either 
applauded to the skies, or hooted without 
mercy”. Before leaving Stendhal I must 
draw attention to the sentence, ‘‘ Rossini 
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presides at the pianoforte”’: but in this 
performance Giulini presides at the harpsi- 
chord. This seems a little behind the times, 
but it may still have been in use in the 
theatre, for all I know, in 1813, when 
Rossini, then twenty-one years old, com- 
posed the opera. 

The music remains extraordinarily fresh 
and melodious and, needless to say, the 
composer takes full advantage of the many 
humorous situations in the ridiculous story. 
At the same time the cuts that have been 
made in the recitatives and most of the 
numbers are probably all to the good, for 
otherwise the opera would have spread 
onto three discs and would have contained 
a lot of repetitious matter. I do particularly 
regret, however (among the total cuts), the 
omission of Haly’s aria (after the quintet in 
Act 2), Le femmine d’ Italia, which should not 
have been sacrificed. 

To come to the cast. The two “‘support- 
ing” ladies do the little solo work that is 
allotted to them very well: most of their 
excellent work lies in the concerted 
numbers. Cesare Valletti proves himself an 
admirable singer in his formidable aria, 
Languir per una bella, with its many florid 
passages and high notes. His has a supple 
and lyrical tenor voice of great charm and 
could not have been better cast. 

I heard Mario Petri in Don Giovanni at 
Glyndebourne in 1951. He looked magni- 
ficent—he is very tall—but he was a light- 
weight Don with a predilection for singing 
mezza voce: and his rather cavernous 
voice is not what is wanted for the part of 
Mustafa. Some readers will recall the rich 
and ripe tones of Vincenzo Bettoni, who 
recorded the duet “Oh! che muso” 
with Supervia for Parlophone, and possessed, 
surely, the type of voice Rossini had in 
mind, The lack of weight in Petri’s lower 
register shows up in the concerted pieces ; 
for example in the “ensemble of perplexity” 
(septet) in the first act, when he begins 
**Confusi e stupidi’’, sharing this tune 
with Lindoro, with the other five characters 
joining in independently. 

Mustafa’s big showpiece, ‘‘ Gia d’insolito 
ardore,”’ is inexplicably cut altogether and 
we go straight from the delightful “‘quarrel” 
duet between Isabella and Taddeo to the 
chorus of eunuchs singing the praises of 
** Mustafa, scourge of women”. Petri 
tackles the difficulties of his part manfully 
in general, but on the whole he is too often 
melancholy without being funny. 

Marcello Cortis forgets, except here and 
there in the second act, that he is supposed 
to be an elderly man (his part has been 
described as needing “‘a thin and whining 
voice”), but if he sings robustly he sings 
well, and catches the humour of his role. 

Giulietta Simionato sings her difficult 
florid part gloriously, but when she is con- 
fronted with Mustafa and sings ‘‘ Oh! che 
muso, che figura! ”’, there is little in her 
tone of voice to suggest she is highly amused 
at his appearance, and the comic possi- 
bilities of the duet between the two that 
follows are not fully realised. She sings 
the lovely aria “Per lui che adoro” 
tenderly and beautifully, but the quick 
section, “‘ Turco caro ”’, in which Lindoro, 
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lacks the 
she 


Taddeo, and Mustafa join, 
irresistible sparkle of Supervia as 
enunciated the words. 

In the septet (which begins with 
Elvira’s “ Nella testa ”) everyone’s sense of 
fun begins to wake up and the “ din din”, 
“cra cra”, “tac tac” and “bum” 
interjections are really comic. The cele- 
brated “ Pappataci” trio for the three 
leading men also goes very well—it’s a sure- 
fire encore piece—and the finale, which 

ins with an enchanting waltz, is most 
delightfully done. I must also mention 
Simionato’s magnificent performances of 
“‘Cruda sorte!” and the bravura aria 
“Pensa alla patria”, before the finale, 
which is sung in the grand manner that 
comes most naturally to this fine artist. 

All through Giulini’s lively and sensitive 
accompanying are of immense value and 
the orchestra have evidently responded to 
him wholeheartedly. There are, as has been 
seen, criticis™s to be made about the casting 
of the opera from the dramatic point of 
view, but this is, nevertheless, a most 
enjoyable issue and musically an exceedingly 
good one. 

A.R. 


VERDI. Solenne in quest’ora; Pace, 
pace, mio Dio from “ La Forza del 
Destino ”’, Acts III and IV. Adriana 
Guerrini (soprano), Giuseppe Cam- 
pora (tenor), Anselmo Colzani 
(baritone), Professori d’Orchestra 
of La Scala conducted by La Rosa 
Parodi. Nixa 45EP717 (7 in, 
11s. 114d.). 

Signora Guerrini’s pugnacious plea for 
peace sounds more like an ultimatum than 
a prayer. Still, I believe I would clap with 
the best in a theatre. For keeps, I like 
‘* Pace, pace ” done more smoothly: many 
better versions suggest themselves without 
our even invoking the sacred name of Rosa 
Ponselle. The gentlemen start their duet 
earlier than is usual bawling through 
all the introductory passages. Both are 
strong singers and give the famous duet a 
hearty working-over. Again, spectres of 
Gigli-De Luca, or Bjérling-Merrill haunt 
our enjoyment. P. H.-W. 


VERDI. Iago’s Creed; Iago’s Dream 
and Final Duet from “ Otello”, 
Act II. Gino Sarri (tenor), Antonio 
Manca Serra (baritone), Orchestra 
of the Rome Opera House con- 
ducted by Alberto Paoletti. Nixa 
45EP744 (7 in., 11s. 114d.). 

These two singers also take the lead in 
Nixa’s Andrea Chénier (q.v.). The baritone 
was heard in London at the Stoll Theatre, 
the tenor is new to non Italian audiences I 
believe. The recording is patchy, with 
some curious “ boxed-in” effects. But 
Manca Serra gives a convincingly sinister 
account of the “ Credo” and if the other 
great scene were as rare as it once used to be 
in the catalogues one would pass a rather 
crude performance out of gratitude for 
having the scene recorded at all. As it is, 
one must prefer other versions. Sarri 
“‘ fires up” excitingly and the whole thing 
is authentic sounding in its rough way. 

P. H.-W. 
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NIGHTS AT THE ROUND TABLE 


By W. A. CHISLETT 


A new Mercury record provides a convenient 
opportunity to refer to the suggestion made in 
this column last August that an appropriate 
memento of the centenary of Sousa’s birth 
might be a long-player dubbed from some of 
the best of the recordings made by his own 
band—which were technically among the very 
best band records of their day. The number of 
readers who have expressed interest in the 
suggestion is disappointingly small. They are 
spread all over the world—France, America, 
South Africa, Australia, New Zealand and 
Hong Kong as well as most parts of Great 
Britain—but the sum total is only about fifty, 
which is not nearly enough to warrant asking 
for the record to be made, although I still feel 
that such a record, if made, would have big 
sales. The response from America, which ought 
to have been the greatest, was the biggest 
disappointment of all. 


A few readers who said that they would prefer 
a comprehensive collection of Sousa’s marches 
to be newly recorded under the best modern 
conditions will be particularly interested in this 
record made by what is rather flatulently called 
the Eastman Symphonic Wind Ensemble 
conducted by Frederick Fennell (MG40007). 
This is obviously a large band and it plays with 
plenty of gusto, and even dan, but not quite in 
the traditional style. Sometimes it rather 
reminds me of the Goldman Band. There is a 
tendency to play some of the marches at too 
fast a speed (doubtless with the old-fashioned 
idea that this adds brilliance) and the com- 
poser’s instrumentation is “ hotted up” in 
places, surely a bad mistake for no one has ever 
known better than Sousa what he wanted and 
how to achieve it. With these qualifications the 
playing is excellent ; and the recording is good 
except that it behoves an intending purchaser 
to hear the copy he proposes to buy, for though 
my own was meticulously clean my lightweight 
pickup jumped a groove in three or four places. 
I could only avoid this by using a heavier 
pickup than I feel is good for the life of a record. 
One side contains eight of Sousa’s marches, 
some of which are not available in any other 
form so far as I know. They are Fairiest of the 
Fair, Manhattan Beach, Black Horse Troop, 
Daughters of Texas, Rifle Regiment, Corcoran 
Cadets, Hands across the Sea and Semper Fidelis. 
On the reverse are eight other titles by various 
composers, viz.: the virtuosic Pieces of Eight, 
March Carillon, which would have sounded 
better without the actual bells, Cheerioh, a lively 
march with a singing and whistling section, 
His Honour, Our Director, the sort of march 
that makes you pick up your feet even at the 
end of a long route march, Glory of the Gridiron 
and Pride of the Illini, both of which are rather 
dull and commonplace, and the old favourite 
National Emblem. 


A couple of very enjoyable 78s of North- 
umbrian country dances come from Jack 
Armstrong and his Barnstormers (H.M.V. 
B10804-5). The Drops of Brandy is a dance 
somewhat akin to the Scottish “Strip the 
Willow ”’. The first tune is the well known 
“ Keel Row”. Though originally published 
in Edinburgh in a collection of Scottish dances 
the “ Keel Row” emanates from Newcastle. 
The “ Keel” being a barge for carrying coals 
down river to ships unable to get high enough 
up the river to coal and the Tyne and Wear 
seem to be the only rivers on which “ Keels ” 
are so employed. Pins and Needles is also known 
as the “‘ Prince of Wales ” and the tune “ Fiery 
Clock Face” with which the dance opens is a 


reference to the illumination of the clock face 
of the Cathedral of St. Nicholas. The Triumph 
and The Sylph are a reel and a jig respectively. 

In addition Jack Armstrong plays a 
Medley of Northumbrian Pipe Solos (H.M.V. 
Br10806). The individual titles are “‘ Rothbury 
Hills’, ‘The Cott”, “Border Fray”, “Chevy 
Chase”, “Noble Squire Dacre’, “Bonny at 
Morn” and “Derwentwater’s Farewell”. The 
first is Mr. Armstrong’s own composition, the 
second was written by Alice Ellis, the pianist in 
his band, and the others are traditional. 
Particularly attractive is “Bonny at Morn’, a 
lullaby with a happy touch of humour when it 
describes how baby always wakens up too soon 
while the older children won’t get up soon 
enough. “ Derwentwater’s Farewell” is sup- 
posed to have been written by the Jacobite 
Earl of Derwentwater the night before he was 
executed on Tower Hill in 1716. 

The Northumbrian pipe has a smaller and 
less harsh tone than its Scottish brother and is 
intended, and more suited, for indoor perform- 
ance. It is bellows, not mouth, blown. 

Topic TRL2 is a record about which I find 
it difficult to write. Aubrey Pankey, a 
baritone, is obviously a sincere singer but his 
programme is altogether too ambitious for his 
attainments and in offering a twelve-inch long- 
player priced at 36s. he inevitably invites com- 
parison with the great artists of the world. On 
one side is a group of negro songs and on the 
other are an aria from Glinka’s Jvan Susasin 
(better known here as “‘ A Life for the Tsar ”’), 
three of Handel’s difficult songs and 
Tchaikovsky’s Invocation to Sleep. I can only 
say, with the kindest possible intentions, that 
in any future record he should limit his choice 
to songs more within his scope. The Deep 
River Boys also give us a programme of 
Spirituals on Nixa XLPY138 and it includes 
some comparatively unfamiliar songs. The 
quartet sings crisply and well and the rhythm 
is good but a tendency to sophistication both in 
the singing and the arrangements should be 
watched. 

If over-sophistication is a tendency with the 
Deep River Boys it is an accomplished fact in 
a record by the Roger Wagner Chorale 
containing 14 of the Songs of Stephen Fostes 
(Capitol CTL7073). I have long admired this 
choir and here, as always, they give us some 
magnificent singing but I cannot bring myself 
to think that either the elaborate arrangements 
or the style of singing is suited to such gems of 
simplicity as ‘‘ My Old Kentucky Home’”’, 
“The Old Folks at Home” and ‘ Old Black 


Joe” or lesser-known songs like “‘ Open thy 
p 


Lattice”, ‘‘ Katy Bell’ and “ Beautiful 
Dreamer’’. Each to his taste, however, but 
give me the unadorned sincerity of a Paul 
Robeson. The recording, by the way, is of 
magnificent quality. 

Somewhat to my surprise I found that I 
enjoyed Porgy and Bess—A Symphonic Picture 
played by the Hollywood Bowl “ Pops ” 
Orchestra conducted by Johnny Green 
(Brunswick LA8690). Probably the surprise 
was due to my recollection of what was called 
a ‘Symphonic synthesis” constructed by 
Stokowski from some of the music of “ Tristan 
and Isolde ’’ and which I did not enjoy at all 
when it was recorded twenty or more years ago. 
The treatment is not dissimilar but ‘* Porgy 
and Bess”? is more suited to it; and the 
arrangement is, I gather, by Gershwin himself. 
Playing and recording are excellent. 

Negro music and singers are well to the fore 
this month and my last record in this category 
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is one that I personally find rather disagreeable. 
It is called Josh White Sings—Volume 2 (London 
H-APB1032). The record sleeve describes Mr. 
White as “one of the best-known American 
blues and ballad singers . . . greatly respected 
in the ‘ highbrow’ jazz world . . . a true folk 
artiste who has managed to achieve his fame 
without needing to bow to the demands of the 
commercial musical world”. Some of this 
may be true but it does not justify turning such 
lovely old ballads as ‘“ Barbara Allen” and 
‘* The lass with the delicate air’’ into blues, 
while his version of the glorious “ Waltzing 
Matilda ”’ is enough to make my old friend Dr. 
Thomas Wood turn in his grave. 

Mantovani and his Orchestra give us two 
new long-players, one of which may be recom- 
mended and the other not. An Album of 
Favourite Melodies (Decca LF 1191) is admirable ; 
the arrangements are in the main inoffensive, 
the playing could hardly be better and the 
titles are ‘‘ When the Lilac blooms again”’, 
‘** Love’s dream after the ball’’, ‘“‘So madly 
in love ”, ‘* Intermezzo from Cavalleria 
Rusticana ”’ (I do not care for the arrangement 
here), “‘ Gipsy Love Waltz ’’, “‘ The Whistling 
Boy”, ‘“‘ Die Schonbrunner ” (again Lanner’s 
own orchestration is in no need of ‘ improve- 
ment’) and Monti’s “‘ Czardas”’. An Album of 
Strauss Waltzes (LF1193) is, however, to my 
ears grotesque. Strauss knew much more about 
the “ shape ”’ of his waltzes, their orchestration 
and how they should be played than is demon- 
strated on this record. 

But to my ears a much better record than 
either of these is In Old Vienna played by 
Marek Weber and his Orchestra (Col. 
3381055). This is a dubbing from old record- 
ings and it is quite astonishingly successful. 
Each side of the record is divided into four bands 
and each of these contains three tuneful and 
popular items, mostly, of course, in waltz 
rhythm. That of necessity they are truncated 
versions I admit but for once I forgive this if 
only because of the immaculate rhythm. 

Kostelanetz and his Orchestra give us a 
similar record in Waltz Time in Vienna but each 
of the eight bands here contains only one 
item (Col. 3381049). The rhythm here is 
wayward and all sorts of effects are sprung 
on us, most of which are highly undesirable to 
my ears. But it can be recommended as a sure 
winner to all Kostelanetz “ fans”’. They know 
what to expect and will not be disappointed ; 
and the recording is of superb quality. 

Reginald Foort displays his virtuosity on 
the cinema organ once more on Nixa SLPY156 
with Liszt’s Hungarian Rhapsody No. 2 (a real 
tour de force), the Waltz from the ballet ‘‘ Giselle’, 
an Improvisation on a theme from “ Bells of St. 
Mary”’, Londonderry Air, In a Persian Market, 
Coppelia Waltz and Zampa Overture. An assort- 
ment if ever there was one but undeniably 
effective. The organ is that of the Mosque 
Theatre, Richmond, Virginia. It was built in 
the palmy days ef Wurlitzer organs in 1927 and 
** opened ’’, with the building, in 1928. Soon 
came the great slump and the Mosque was 
offered to the municipal authorities who made 
it the civic centre. It has seats for 5,600 people. 
For ten years or so both theatre and organ were 
in great demand but this ceased during the 
war years and the organ was allowed to 
deteriorate until it became useless for all 
practical purposes. In 1950 the estimate given 
to the civic authorities for its repair was 30,000 
dollars—more than they could afford. And it 
would have been scrapped but for the enterprise 
of a young man, Harold Warner, employed by 
the Bell Telephone Company in Richmond. 
He, with friends, devoted the whole of his 
spare time for two years to the repair of this 
magnificent instrument and in 1952 it was back 
in full service again at a total cost to the 
authorities of thirty-two and a half dollars for 
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PHILIPS MAKE HISTORY WITH AN EXCITING MUSICAL DISCOVERY 


unheard for more than a century! 





























Paganini 


VIOLIN CONCERTO NO. 4 IN D MINOR 


Arthur Grumiaux 


(Violin) 
The Lamoureux Orchestra conducted by 


Franco Gallini 
ABR 4024 


The re-discovery of this brilliant work of 
Paganini’s maturity represents an important 
addition to the repertoire of the violin. Described 
as an overwhelming success by the critics of 
the day, it has at length come to light after an 
intensive search. 

The recording rights of this work are at present 
held exclusively by Philips. 


From a great virtuoso of the 19th Century to a master musician of the 20th 


Honegger 


JEANNE D’ARC AU BUCHER 
(Joan of Arc at the Stake) 
Vera Zorina; Raymond Gerome (speaking roles) 
Narrators and other soloists 
The Temple University Choirs and the 
St. Peter’s Boys’ Choir 
The Philadelphia Orchestra conducted by 
Eugene Ormandy 
ABL 3033/4 


Extensive notes and acomplete English translation of the French 
text are presented in an album with every set of these records. 
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In the near future Philips will be proud to present 

the historic live recording of Bach’s St. Matthew 

Passion, conducted by Willem Mengelberg and 

recorded on Palm Sunday, 1939 in the Concert- 
gebouw, Amsterdam. 
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IMPORTANT FEBRUARY 
RELEASES 


Dvorak 
Symphony No. 5 in E Minor, Op. 95 
(From the New World) 
The Hague Philharmonic Orchestra 


conducted by Antal Dorati 
ABL 3021 


Verdi, Palestrina, Scarlatti, 
Nasco, Ingegneri, Gallus, 
Victoria 

SECULAR MOTETS 

The Vienna Boys Choir, conducted by 


Friedrich Brenn 
NBR 6013 


Schubert 


Sonata in B Flat Major, Op. Posth. 
Clara Haskil (Piano) 

Grand prix du disque 

ABL 3029 


Mozart (ubilee Edition 1956) 


Cassations in G Minor, K.63 and 
B Flat Major K.99 

The Vienna Symphony Orchestra, 
conducted by Paul Sacher 

ABR 4010 


Liszt 


Mazeppa (Symphonic Poem No 6) 
Les Preludes (Symphonic Poem No. 3) 
The Hague Philharmonic Orchestra 


conducted by Willem van Otterloo 
NBR 6014 


Beethoven 


Sonata No. 3 in E Flat Major, Op. 12 
Sonata No. 4 in A Minor, Op. 23 
Zino Francescatti (Violin) 

Robert Casadesus (Piano) 

ABR 4025 


Schumann 


Concerto in A Minor, Op. 54 
Ciara Haskil (Piano) 

The Hague Philharmonic Orchestra, 
conducted by Willem van Otterloo 
ABR 4008 


Philips Electrical Ltd.. Gramophone Records Division, 179-185 Gt. Portland Street, London, W.1. 


Philips are world renowned makers of radiograms, record 
players, and record playing equipment incorporating the famous Philips ‘ Featherweight’ Pick-Up 
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Brahms 


Variations on a Theme by Haydn, 
Op. 56a 

The Hague Philharmonic Orchestra 
conducted by Willem van Otterloo 


Wagner 
Siegfried Idyll. 
The Berlin Philharmonic Orchestra 


conducted by Willem van Otterloo 
ABR 4026 


Tchaikovsky 
Concerto No. 1 in B Flat Minor, Op. 23 
Alexander Uninsky (Piano). 
The Hague Philharmonic Orchestra 


conducted by Willem van Otterloo 
ABR 4020 


Beethoven 
Symphony No. 7 in A Major, Op. 92 
The Berlin Philharmonic Orchestra 


conducted by Paul van Kempen 
ABL 3017 


OUTSTANDING PREVIOUS 
RELEASES 


Mozart (ubilee Edition 1956) 


Masonic Cantatas 

The Vienna Symphony Orchestra 
The Vienna Chamber Choir 

and Soloists 


conducted by Bernhard Paumgartner 
ABL 3022 


Richard Strauss 


Don Juan Op. 20. 
Till Eulenspiegels Lustige Streiche,Op.28 
The Concertgebouw Orchestra 


conducted by Eugen Jochum 
ABR 4009 


Bach J. C. 


Sinfonia in E Flat Major, 
Sinfonia in D Major 

Vienna Symphony Orchestra 
conducted by Paul Sacher 
ABR 4005 


Ravel 


Quartet in F Major 
Budapest String Gusts 


ABR 4002 
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LONG-PLAYING 
RECORDS 




















Mozart 
Concerto No 20 in D Minor K.466 
Rudolf Serkin (Piano) 
The Philadelphia Orchestra 
conducted by Eugene Ormandy 
ABR 4006 


Tchaikovsky 
. Symphony No. 5 in E Minor, Op. 64 
The Concertgebouw Orchestra 
conducted by Paul van Kempen 
ABL 3007 


Bruch 


Concerto No. 1 in G Minor, Op. 26 
Zino Francescatti (Violin) 

The Philharmonic Symphony 
Orchestra of New York 

conducted by Dimitri Mitropoulos 
ABR 4011 


Franck 


3 Chorales and Piece Heroique 
Feike Asma (Organ) 
NBL 5004 


Berlioz 


Symphonie Fantastique, Op 14a 
Berlin Philharmonic Orchestra 
conducted by Willem van Otterloo 
ABL 3019 


Brahms 


Concerto in D Major, Op. 77 
Isaac Stern (Violin) The Royal 
Philharmonic Orchestra conducted 
by Sir Thomas Beecham, Bart 

ABL 3023 


Johann Strauss Society, Vienna 


Egyptian March, Op. 335 
Roses from the South, Op. 388 
Joy Ride, Op. 281 

Vienna Bonbons, Op. 307 

Die Zeitlose, Op. 302 
Tritsch-Tratsch, Op. 214 

The ‘ Weiner Symphoniker’ 
conducted by Eduard Strauss 


NBR 6012 

Bizet 
“Carmen” (Opera for pr ar 
Andre Kostelanetz and his Orchestra 
NBL 5003 


(PG 791) 
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minor spare parts! It is now regarded as one 
of the best Wurlitzers on either side of the 
Atlantic and contains several unusual features. 

Roman Vlad, born in Rumania 35 years ago 
and now an Italian citizen, has written some 
effective and pleasant music for the J. Arthur 
Rank film of Romeo and Juliet but with no action 
for the eyes to see the noises of the action that 
is in fact proceeding are extraneous and 
disturbing on a Philips record taken from the 
sound track (NBL5002) and in a recording of 
selections the spoke: dialogue inevitably loses 
some of its point. The cast is a very distinguished 
one including Laurence Harvey, Susan 
Shentall, Flora Robson, Mervyn Johns, 
Sebastian Cabot and Lydia Sherwood 
with the prologue spoken by Sir John Gielgud. 
The orchestra is conducted by Lambert 
Williamson. 

Another film recording is the 20th Century 
Fox The Egyptian and here there are no dis- 
tractions or disturbances (Brunswick LAT8040). 
With one exception the record is purely 
orchestral or choral, the exception being a 
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wordless solo sung by Doreen Tryden. The 
orchestra is the Hollywood Symphony and 
the conductor is Alfred Newman who in 
collaboration with Bernard Harrmann 
composed the music. The film is based on an 
epic novel by the Finnish author Mika Waltari 
dealing with the beginning of the conception 
of one God some 3,000 years ago. Much of 
the music is attractive and is not over-derivative 
from, say, Rimsky Korsakov as it might well 
have been! But I found so much of it in one 
mood as to be rather trying. Again seeing the 
action would help, and, alas, I have not seen 
the film. Playing and singing are excellent and 
the recording is admirable. 

I have left until last a ten-inch “ 78” which 
will recall happy memories to all who attended 
last year’s Edinburgh Festival; and make 
many other friends as well. It is Will ye no 
come back again sung by the Newhaven Fisher 
Lassies’ Choir and Auld Lang Syne sung by 
Massed Choirs and was recorded at the 
** Hail Caledonia ”’ performance at the Festival 
(Col. DB3565). 





THE LIGHTER CLASSICS 


By HERBERT LODGE 


The record which fascinated me most this 
month is Brunswick AXL2016. Here Reginald 
Kell, clarinet, and Camarata’s orchestra 
present something novel and progressive in the 
“light classic’? category which is both clever 
and artistic. The playing, by soloist and 
orchestra, plus the excellent recording, is of the 
highest standard. The beauty of tone colour, 
phrasing and technique is an example to all. 
I had a feeling of great pride while listening to 
this young player, knowing that he is a native 
of this country and served his apprenticeship in 
the famous orchestras of his homeland. I well 
remember him when he was a member (during 
the last war) of the B.B.C. Salon Orchestra 
under the direction of Leslie Bridgewater, a 
small combination of the finest players that have 
ever broadcast in this country, such well known 
artists as Arthur Cleghorn (flute), Jean Pougnet 
(violin), Victor Olof (violin), Leon Goossens 
(oboe), Anthony Pini (’cello), Victor Watson 
(bass) and Dennis Gomme (piano) were 
members. The titles are as follows: La plus 
que lente; La fille aux cheveux de lin; Reverie and 
Le petit berger, all by Claude Debussy. Dance of 
the three old maids (Reginald Porter Brown) ; 
Ecstasy ; The Pied Piper and Blue Haze by Walter 
Maurant. The only criticism I have to make is 
that I felt that the Dance of the three old maids 
was not quite in keeping with the other light 
classics on the record, either in mood or quality, 
but this is of no major importance. 

By contrast, a record for which I could feel 
no enthusiasm was another Brunswick (LAT 
8045) featuring the Universal-International 
Orchestra and Chorus under the direction of 
Joseph Gershenson. It is labelled ‘‘ Mag- 
nificent Obsession’’, being music from the 
film ofethat name. The themes are based on 
music by Beethoven, Chopin and Johann 
Strauss. The recording is not good, the string 
tone is metallic and unnatural. This may be 
ideal musical background for films, but not to 
listen to in the home. 

Lovers of Kreisler’s music will be attracted to 
Capitol CTL7076, a 12-inch record entitled 
“The Romantic Music of Fritz Kreisler ’’ with 
Serge Dupré conducting L’Orchestre de ia 
Société des Coucerts du Conservatoire de 
Paris with Georges Alés, violin. Some of 
the composer’s most popular tunes are on one 


side of this record, and on the other side we find 
** Familiar Themes from Tchaikovsky ’’: how- 
ever, let me say my piece about the Kreisler 
side first. Prominent in this recording is the 
splendid violin playing of Georges Alés, whose 
name appears in very small print on the record 
as soloist, but who reallv contributes a good 
50 per cent to the proceedings. To deal with the 
items as they appear. Caprice Vienois: a very 
effective arrangement for solo violin and 
orchestra. Schén Rosmarin: rather “ bitty ”’, 
the solo part is divided too much between the 
solo violinist and the woodwind instruments ; 
this happens also in Liebesfreud, but only in the 
beginning, which rather spoils the continuity. 
The old Refrain is well orchestrated and gives the 
solo violinist a chance to prove his artistry, but 
I felt the accompaniment was on the heavy side 
—the bassoons being too prominent, giving it 
a “muddy” effect. Tambourin Chinois is 
brilliantly played by Georges Alés and is the 
highlight of the recording ; the arrangement is 
quite ingenious too. Liebeslied (Love’s sorrow) : 
again the bassoons are the culprits, a fault 
which could have been rectified in the studio. 
The “Familiar Themes from Tchaikovsky ”’ 
are presented by Georges Tzipine conducting 
the Lamoureux Orchestra of Paris, who make 
a commercial success of this very popular 
selection of the composer’s works. 

I would imagine that Vienna garden parties 
were the gayest of gatherings possible, but 
judging by Philips NBR6o12, which is recorded 
by the Vienna Symphony Orchestra, con- 
ducted by Eduard Strauss, one would think 
otherwise. The pieces, Agyptischer Marsch, Op. 
335: Rosen Aus Dem Siiden, Op. 388: Verg- 
nugnugszug, Op. 281: Wiener Bonbons, Op. 307: 
Die Zeitlose, Op. 302: Tritsch-Tratsch, Op. 214, 
are all brilliant Strauss works, but Eduard gives 
us a very serious performance. Perhaps I cannot 
forget how impressed I was by the outstanding 
Bruno Walter and Krips recordings of some of 
these wonderful melodies, so I am unable to 
appreciate any other renderings. Be what may, 
I must admit, this particular record does not 
thrill me at all, as much I love the tunes. They 
are well played, but where is that exciting 
Viennese rhythm, that contagious feeling, 
which compels happiness and joy. Under the 
late Clemens Krauss we hear more tunes by 
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Johann and Joseph Strauss, this time by the 
Vienna Philharmonic Orchestra (Decca 
LXT2991). This is an entirely different pro- 
position from the Eduard Strauss version. The 
record starts with the Gipsy Baron Overture, a 
fine example of Viennese music, brilliantly 
played, though with one exception I found the 
solo oboe playing rather dull and unimaginative. 
Following this is the well known Morning Papers 
Waltz, now we hear that enchanting Viennese 
rhythm which is so missed in the Eduard Strauss 
record. Another waltz comes next, Bei uns 
z’Haus; this is not so well known in this 
country, a mystery, as it is a fine work and 
should be heard more. On side 2 we have 
three more waltzes, also little known. They are 
Music of the Spheres, Village Swallows, and Mein 
Lebenslauf ist Lieb ’und Lust. 1 was particularly 
charmed with the Swallows Waltz, in which we 
hear some very typical Strauss ingenuity in the 
way of descriptive orchestration. A very 
pleasing record, well directed. 


If piano solos of a light gossamer quality are 
wanted, I have no hesitation in recommending 
Semprini playing Chopin’s Etude in A flat 
major, Op. 25, and Brahms’ Cradle Song on 
H.M.V. Bio809. There is nothing pretentious 
about this recording, it is simple, well played 
and enjoyable. Semprini plays his own arrange- 
ment of the Brahms and, apart from a modest 
burst of enthusiasm in the middle, which is 
irrelevant, I have nothing but praise for the 
disc. What a delightful bouquet of violin 
solos Brunswick AXL2017 offers us, with the 
master player Heifetz presenting them. On 
side 1 we find, Humoreske (Dvorak, arr. Heifetz) ; 
Habaiiera (Piece en forme de Habaitera) (Ravel) ; 
Jamaican Rumba (Benjamin, arr. Primrose) ; 
Viennese (Godowsky) ; and on side 2, From the 
Canebrake (Gardner); Beau Soir (Debussy, 
trans. Heifetz); Deep River (Trad., arr. 
Heifetz) and Levee Dance (White). The violin 
tone is faithfully recorded, and the balance of 
the piano accompaniment by Milton Kaye is 
nigh perfect. Apart from the sheer joy of 
listening to Heifetz, here is an inspiration for all 
aspiring solo violinists, in exquisite phrasing, 
tone production, and in fact everything that 
goes to make the consummate artist. The 
choice of titles is a happy one, none are really 
hackneyed, and those that are arranged are well 
done, particularly Jamaican Rumba and Deep 
River. 


Two well known classics by Beethoven and 
Ravel are offered on H.M.V. Bio810. The 
Beethoven is an orchestral arrangement by 
Piston of the Adagio Sostenuto from the Sonata 
No. 14 in C sharp minor (The Moonlight), 
whilst the other is Ravel’s Boléro. Both are 
excerpts and are recorded by Arthur Fiedler 
and the Boston Promenade Orchestra. The 
performance is quite good, the lower strings in 
the Adagio are most effective, and a faithful tone 
is reproduced—the arrangement, on the whole, 
is interesting. The playing, as usual, by the 
B.P.O. is first class. I thought the Boléro rather 
disappointing, it lacks fire and animation. As 
previously stated, it is only an excerpt and 
therefore suffers. To thoroughly appreciate this 
masterpiece it must be heard in its entirety. 


On H.M.V. CLP1030 the same forces offer 
four Gilbert and’ Sullivan QOvertures from 
Mikado, Pirates of Penzance, H.M.S. Pinafore 
and Jolanthe. By chance I had the English 
recordings of the complete operas issued by 
Decca, so I had an interesting time comparing 
the two. The American tempos are in some 
cases quicker, but it does add brilliance. The 
playing, too, is alive, and the slight echo gives 
the recording an atmosphere of grandeur, or as 
it struck me, importance. On the reverse we 
have melodies from South Pacific, Annie get your 
Gun, Kiss me Kate and Brigadoon. To all those 
of you who have seen any of these shows and 
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enjoyed them, don’t miss this record, it is 
delightful. The selections are neatly put 
together and the arrangements are good. They 
are played by a full-sized orchestra which gives 
more variety of tone colour, and greater scope 
to the arranger. People who enjoy their 
Musicals will, I am sure, have nothing to com- 
plain of after listening to this entertaining disc. 

Finally, Amdré Kostelanetz and his 
orchestra give us highlights from the opera 
Carmen by Bizet (Philips NBL5003). I am all 
for these “selection”? records, they induce 
people to become opera minded. From past 
experience I know how the average audience 
enjoy hearing operatic selections, but for some 
unknown reason they seem to be frowned upon, 
especially by the B.B.C., who so seldom include 
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orchestral arrangements of opera in their 
programmes, and then only by small combina- 
tions. Perhaps the argument is that it is sacrilege 
to play an operatic aria on a violin, ’cello, 
clarinet or trumpet, but if it is well played I 
can see no objection whatsoever. Kostelanetz 
has made a most lively recording of Carmen, 
and the various traditional points are faithfully 
observed. The atmosphere of love, hate and 
romance is well in evidence, and is quite 
exciting at times. The tempos are on the quick 
side and there is an inclination to hurry ; 
however this can be excused when this music is 
presented as an orchestral piece. Sales will 
prove whether or not this form of operatic 
pot-pourri is wanted, personally I predict a 
great demand. 





FEDERATION AND SOCIETY NOTES 


The National Federation of Gramophone 
Societies will gladly supply information and 
advice concerning the establishment of new 
Gramophone Societies. A sixpenny postal order 
sent to Mr. C. H. Luckman, 41 Trinity Avenue, 
Enfield, Middlesex, will bring a circular of 
suggestions and other helpful literature. 
Notices for inclusion in the April issue of 
THe GRAMOPHONE should be sent to Mr. G. H. 
Parfitt, 31 Lynwood Grove, Orpington, Kent, 
to reach him by roth March. 

Ayr Recorded Music Club. Meets alternate 
Sundays at Bonnie Doon Hotel, Ayr, at 7.30 
p-m., January 16th to May 8th. Details from 
Joint Hon. Secs., Met. Office, Prestwick Airport, 
Ayrshire. 

Blackburn Gramophone Society. Meets on 
alternate Tuesdays at Y.M.C.A., Limbrick, 
Blackburn, in Room 4, from 7.30 p.m. to 10 
p.m. Next meetings, February 1st and 15th. 
Details from Hon. Sec., 43 St. Albans Road, 
Darwen, Lancs. 

Bushey & Watford Gramophone Society. 
Recitals most Tuesdays, 7.30 p.m., at the Red 
Lion Hotel, Bushey. Details and programmes 
from Hon. Sec., “* Woodcote,”’ 44 Hilfield Lane, 
Aldenham, Watford. 

Camberwell Gramophone Society. Meets 
on Mondays at Cambridge House, S.E.5. Full 
details from Hon. Sec., 35 Elmwood Road, 
S.E.24. 

City of London Phono Society. Meets at the 
“ Horse and Groom,” Curtain Road, on the 
second Tuesday each month at 6.30 p.m. 
Particularly interested in “ Hill-and-dale ” 
recordings. Hon. Sec., 12 Grove Road, North 
Finchley, N.12. 

Dartford Gramophone Society. Recitals of 
recorded music held weekly from October to 
April and fortnightly from May to September 
on Thursday evenings in the Central Library, 
Dartford. Details from Hon. Sec., 50 Wilmot 
Road, Dartford. 

Derby Recorded Music Society. Meets 
every Monday at 7.30 p.m. in the Friends 
Meeting House, St. Helens Street, Derby. 
Programmes from Hon. Sec., 254 Nottingham 
Road, Borrowash, Derby. 

Doncaster Gramophone Society. Mects 
alternate Thursdays at 7.30 p.m. in the 
Y.M.C.A., Cleveland Street. Next recital, 
February 1oth. Details from Hon. Sec., 23 
Gladstone Road, Doncaster. 

Dulwich & Forest Hill Gramophone 
Society. Meets on February 11th and 25th, 
at 161 Kirkdale, Sydenham, at 7.45 p.m. 1955 
vr, from Hon. Sec., 87 Broadfield Road, 


Dundee Recorded Music Society. Mects 
fortnightly in Queens College. Excellent repro- 
duction. New members at reduced subscription. 
Prospectus and information from Hon. Sec., 
120 Byron Street, Dundee. 

East Ham Gramophone Society. Meets on 
second Tuesday each month at Methodist 
Church Hall, Herbert Road, Manor Park, at 
7-45 p-m. Details from Hon. Sec., 67 Wards 
Road East, Ilford, Essex. 

Exeter & District Gramophone Society. 
Meetings February 4th and 18th, in present 
H.Q. On and from March 4th will meet at the 
Windsor Hotel, St. Davids, commencing at 
7.30 p.m. Details from Hon. Sec., 101 
Southbrook Road, Exeter. 

Fraserburgh Gramophone Society. Mects 
fortnightly on Fridays, at 7.30 p.m., in the 
Station Hotel. Next meeting, February 11th. 
Details from Hon. Sec., 54 Charlotte Street, 
Fraserburgh. 

Gateshead Y.M.C.A. Music Group. Meets 
every Tuesday, at 7.30 p.m., for the study of 
serious music. Details from G. Montague, 54 
Walton Street, Gateshead. 

Gillingham Gramophone Society. Mects 
on alternate Fridays in Gillingham Public 
Library, at 7.30 p.m. Details and programme 
from Hon. Sec., Central Library, High Street, 
Gillingham, Kent. 


Glasgow Recorded Music Society. Meects 
on February 11th and 25th and fortnightly 
thereafter at 19 Ashley Street, Glasgow, C.3. 
New syllabus from P. MacLean, 5 Elie Street, 
Glasgow, W.1. 

Grimsby & District Gramophone Society. 
Meets fortnightly on Monday and Sunday 
evenings alternately, at Church House, Bull 
Ring, Grimsby, at 7.45 p.m. Next meetings, 
February 7th and 2oth. Hon. Sec., 23 St. 
Hilda’s Avenue, Grimsby. 


Hollies Gramophone Society. Meets on 
Mondays at 446 Fox Hollies Road, Hall Green, 
Birmingham. Details and programme from 
Hon. Sec., at the above address. 


Hornsey Gramophone Society. Meects at 
8 p.m. on alternate Thursdays at Muswell Hill 
Library, N.10. Details from W. B. Stevenson, 
F.L.A., Central Library, Tottenham Lane, 
Hornsey, N.8. 


Ickenham Gramophone Club. Meects at 
8 p.m. each Monday at 84 Swakeleys Drive. 
Nearest station, Hillingdon (Swakeleys), Met. 
and Piccadilly Lines. Programmes from Hon. 
Sec., at the above address. 
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Kendal Gramophone Society. Meetings 
February 3rd, roth, 24th, March roth and 
24th, at Lowther House, Kendal, at 7.30 p.m. 
Details from Hon. Sec., Kiln Garth, Heversham, 
Milnthorpe, Westmorland. 

Leicester Gramophone Society. Meets on 
alternate Mondays at the Congregational 
Church Hall, North Bond Street, at 7.30 p.m. 
Next meeting, February 14th. Full details from 
Hon. Sec., 8 Gimson Road, Western Park, 
Leicester. 

North Manchester Gramophone Society. 
Recitals on alternate Tuesday evenings at 
Atlow Mount, Half Way House, Manchester, 8. 
Next meeting, February 8th. Details from Hon. 
Gen. Sec., 1 Breeze Mount, Prestwich, Lancs. 
Penge Gramophone Society. Interesting and 
varied programmes. Further information from 
Hon. Sec., 4 Seymour Villas, S.E.20. 

Perry Barr Gramophone Society. Mects 
fortnightly on Tuesdays at Byron’s Cafe, 305 
Birchfield Road, Perry Barr, at 7.45 p.m. 
Details from Hon. Sec., 52 Epwell Road, 
Birmingham, 23. 

Portobello Gramophone Club. Meets every . 
Sunday at 7.45 p.m. in Gray’s Hotel, 5 
Abercorn Terrace. Hon. Sec., 18 Middrie 
Road, Portobello, Midlothian. 

Recorded Hours of Music—Eltham. Meets 
every Saturday at 7 p.m. in the Club Room of 
the Park Tavern, Passey Place. Details from 
Hon. Sec., c/o Eltham Music House, 32 
Wellhall Road, Eltham, S.E.g. 

Recorded Vocal Art Society. Now meeting 
on alternate Thursdays at the Bull and Mouth 
Tavern, 31 Bloomsbury Way, W.C.1. Next 
meeting, February roth. All vocal collectors 
welcome. Sec., 373 Camden Road, N.7. 
Reading Gramophone Society. Mects on 
alternate Tuesdays at the Abbey Gateway, by 
Forbury Gardens, at 7.30 p.m. Next meeting, 
February 8th. Further details from Hon. Sec., 
31 Talfourd Avenue, Reading. 

Sheffield Gramophone Society. Meects in 
Y.M.C.A., Division Street, on Mondays, at 
7.30 p.m. Details from Hon. Sec., 52 Whirlow- 
dale Road, Sheffield, 7. 

Small Heath Recorded Music Society. 
Formerly Small Heath Gramophone Society. 
Meets fortnightly in Hob Moor Community 
Centre, Hob Moor Road. Details from Hon. 
Sec., 193 Wash Lane, South Yardley, Birm- 
ingham, 25. 

Southampton & District Gramophone 
Society. Mects fortnightly throughout the 
year at the Polygon Hotel. Next meeting, 
February 4th. Hon. Sec., 37 Orchards Way, 
Southampton. 


Southgate & District Recorded Music 
Society. Meets 2nd and 4th Wednesdays each 
month at the Crown Hotel, Chase Side, at 
7.30 p.m. Next meeting, February gth. Details 
from Hon. Sec., ‘‘ Burn Brae,’? Morton Way, 
Southgate, N.14. 


South Shields & District Gramophone 
Society. Meets twice monthly on Sunday 
evenings. Write to Hon. Sec., 158 Grosvenor 
Road, South Shields, for further information. 
Sutton & District Music Society. Meets in 
Christchurch Hall, Christchurch Park, Sutton, 
on February 9th and 23rd. Particulars from 
Hon. Sec., 34 Bramcote Avenue, Mitcham. 


Worcester Gramophone Society. Meets on 
alternate Saturdays in the City Art Gallery, at 
7.15 p.m. February 5th and roth. Programme 
and details from Hon. Sec., 8 Macintyre Road, 
Worcester. 

Worthing Recorded Music Club. Every 
Monday at 7.45 p-m., in Connaught Studios, 
Worthing. Refreshments. Hon. Sec., 33 Orient 
Road, Lancing. 





